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ABSTRACT 

 

 Dianne Goolkasian Rahbee (b. 1938) is an Armenian American composer, pianist, 

teacher and lecturer. Rahbee currently gives lectures on her music and teaches piano from 

her private studio in Belmont, Massachusetts. Rahbee’s solo piano works, the majority of 

her compositional output, have recently captured the attention of pianists and audiences 

around the world. Very few sources have been written about the piano works of Dianne 

Rahbee, and this document provides the first comprehensive study of all of Dianne 

Rahbee’s works for solo piano. 

 Chapter one begins with a biographical account of Rahbee’s life and chronicles 

critical milestones in the composer’s development as a musician. The chapter focuses on 

Rahbee’s early musical training, beginnings as a composer, influential colleagues, and 

significant awards and achievements.  

 The remaining chapters categorize the solo piano works by genre and offer a 

comprehensive description of Rahbee’s compositions for piano beginning with the 

pedagogical pieces for children, followed by preludes, ballades, sonatas, miscellaneous 

works, and the Phantasie Variations. Background information in each genre will precede 

a stylistic overview.    

  Detailed analyses from the first movement of Sonata no. 1, op.25, and the 

Phantasie Variations, op. 12 appear in their respective chapters. Each analysis draws 

upon specific stylistic features of Rahbee's work in an attempt to better understand her 
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unique musical language. An appendix provides a chronological listing of Rahbee's entire 

catalog of solo piano works. 
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Chapter I 

Dianne Goolkasian Rahbee: A Biographical Sketch 

Dianne Goolkasian Rahbee was born on February 9, 1938, in Somerville, 

Massachusetts.
1
 Rahbee’s parents were of Armenian descent. Her father, Peter 

Goolkasian, lived in Harpoot, Armenia, and came to this country as a young boy at the 

beginning of the Armenian genocide committed by the Turks in 1915. Her mother, 

Isabelle Yeshilian, was born in Yonkers, New York. Isabelle’s mother had been orphaned 

as a result of the genocide and came to the U.S. at the age of thirteen to marry her future 

husband. Peter and Isabelle met at the wedding party of a mutual friend. They soon after 

married and began their life together in Somerville. In 1940, Peter moved the family to 

Waltham, Massachusetts and managed the family business as a pharmacist at the Hall 

Drug Store.  

Rahbee, in interviews with the author, spoke of her father as a brilliant man. He 

loved music, but he was not a musician. By contrast, Rahbee’s mother Isabelle, was 

deeply involved in music. Isabelle took violin lessons in New York and later continued 

violin studies at the Boston Music School under the tutelage of Linwood Scriven. The 

Boston Music School was a Red Feather organization that offered quality music 

                                                 
1
 All information contained in the biography is from interviews with the composer 

unless otherwise noted. Interview Dates: 16 September 2011, 18 September 2011. 
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instruction free of charge to families who could not afford lessons.
2
 Isabelle gave several 

concerto performances with the Boston Music School orchestra at the New England 

Conservatory. Rahbee’s mother also gave a solo recital every year at the public library’s 

recital hall in Waltham. Rahbee was intrigued by her mother’s performances and 

practicing, and these experiences played an integral role in shaping her own memories of 

music as a child.  

Rahbee remembers her mother’s endless hours of practicing. “She practiced four 

or five hours every day. She would have to finish the concerto before she would come to 

the door to let me in from school.” Upon her arrival home from school, Rahbee could not 

keep from listening to her mother practice the violin. She never wanted to play outside 

and always wanted to hear her mother practice. And so her mother decided that Rahbee 

would play the violin.   

Rahbee thus began musical instruction with the violin, not the piano, at Bright 

Elementary School in 1946. Rahbee was delighted to play the violin and carried her 

violin to school with great pride. However, Rahbee’s defiant nature combined with her 

mother’s temperamental attitude created unproductive practice sessions and she soon lost 

interest in the violin. Meanwhile, Rahbee discovered a newfound interest in the piano 

through her classmates. Her friends received piano lessons and the music they learned 

fascinated Rahbee.  

                                                 
2
 The Boston Music School now operates under the name, Community Music 

Center of Boston, and the Red Feather organization is a charitable group known today as 

the United Way.   
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Rahbee wanted a piano in her home. But the Goolkasian family, unable to afford a 

piano at the time, initially denied Rahbee’s request for the instrument. However, one day 

her father found an advertisement in the paper for a piano to be given away for free. 

Peter, with the help of friends, managed to bring the piano home. Rahbee was overjoyed 

and immediately began improvising and recording herself at the piano. Her parents soon 

after enrolled her in private lessons with a neighborhood teacher in Waltham. 

Rahbee began piano lessons at the age of eight with Helen Smith Cousins, who 

had a good reputation as a piano teacher in the neighborhood. However, Cousins 

struggled in teaching Rahbee. When asked of her experience with Cousins, Rahbee 

recalls:  

 

Helen Smith Cousins was a kind sweet woman, but I was a bad girl. I didn’t 

practice and she would be furious with me. She would lock me in a room after my 

lesson and say, “Well if you’re not going to practice all week, you’re going to 

practice downstairs here for one hour before you leave!”
3
 

  

Meanwhile, Isabelle had been taking her youngest daughter, Priscilla, for violin 

lessons at the Boston Music School. Isabelle noticed that Rahbee was not practicing and 

asked her to come with the family to the Boston Music School. After an audition at the 

school, Linwood Scriven, the school’s director, took notice of Rahbee’s talent and 

assigned her to study with one of the most formidable teachers at the school, Antoine 

Louis Moeldner. In conversation with the author, Rahbee recalled several memorable 

                                                 
3
 Dianne Goolkasian Rahbee, interview with author, 16 September 2011. 
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experiences with Moeldner: “That’s truly when my life in music began.” Moeldner taught 

her more than music. He introduced Rahbee to the cultural life in Boston, taking her to 

operas, plays, and concerts. 

 Moeldner was educated at Harvard University and had taken private lessons with 

Helen Hopekirk. His connection with Hopekirk, a composer and performer who had 

come from Scotland to teach at the New England Conservatory, inspired Rahbee. 

Moeldner assigned her several of Hopekirk’s pieces and he also gave her unpublished 

manuscripts of Hopekirk’s music.  

 When asked what she learned from her teacher, Rahbee recalls Moeldner 

speaking of quality of tone. “He was very demanding and it [the piano] had to sing in the 

most special way.” As a teacher, Moeldner introduced her to many of the standard works 

in the classical repertoire. She gave several performances of Ravel’s Sonatine which had 

a tremendous impact on Rahbee. The Brahms Rhapsody op. 119, no.4, was another 

motivating and inspiring piece for Rahbee. After hearing Horowitz perform the work in 

Boston Symphony Hall, Rahbee became determined to learn the piece. Moeldner, in 

response to his pupil’s wishes, replied in his own discreet way, “Well, some day.” He 

later reluctantly allowed Rahbee to learn the piece and she performed the Brahms 

Rhapsody at the age of eleven. 

 Moeldner’s teaching resulted in many performance opportunities for Rahbee. In 

1950, she performed Beethoven’s “Tempest” Sonata at Boston Symphony Hall. A 

subsequent performance of the “Tempest” followed at Symphony Hall upon winning a 

competition sponsored by the Steinway and Baldwin companies in 1952. The following 

year, Rahbee performed Mozart’s Piano Concerto K. 595 with the Boston Conservatory 



 

5 

 

orchestra. In addition to these performances, she also performed throughout her teenage 

years on a weekly half-hour program on Boston’s WBUR radio station that highlighted 

talented young pianists in the area. Rahbee studied with Moeldner until she entered 

college.  

 Rahbee was surprised and honored when she learned of her admission to The 

Juilliard School in New York City. But her experiences there were “not passionately 

inspiring.” The teacher she was assigned to was a wrong fit for her, and Rahbee 

eventually studied with Alton Jones, the head of the piano department. While at Juilliard, 

she also studied with several other accomplished figures: piano pedagogy with Francis 

Mann, piano literature with Arnold Fish, orchestration with Vittorio Giannini, 

counterpoint with Hugo Weisgall, and keyboard harmony with Robert Starer. After her 

studies at Juilliard, Rahbee returned to Boston and began teaching piano. 

 In addition to teaching students in the surrounding cities of Concord, Reading, 

Newton, and Brookline, Rahbee sought further enrichment in her own studies at the 

piano. In the summer of 1966, she attended the Mozarteum Summer Academy of 

Chamber Music. While there, she studied chamber music with cellist Enrico Mainardi 

and piano with Wolff. Rahbee enjoyed her fellow chamber musicians and found serenity 

in the European lifestyle. Following her experiences at the Mozarteum, Rahbee returned 

to the Boston area. In 1968, she began piano studies with Lily Dumont at the Longy 

School in Cambridge. In the summer months of the same year, Rahbee commuted by 

train to New York and took lessons with David Saperton.  

 Rahbee never imagined herself as a composer. Her first attempts at composing 

began as a piano student. Rahbee remembers writing a short piece using her initials D. G. 
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During her piano studies with Moeldner, she also briefly took lessons in theory with 

Linwood Scriven. The lessons were geared towards teaching counterpoint and Rahbee 

felt that she could never compose using rules. In later years, however, Rahbee became 

more intrigued with music theory and frequented the local library to research the subject.  

 When asked of the sources she consulted, the composer recalls Cherubini’s 

Treatise on Counterpoint and Fugue. Rahbee comments further: “It [Cherubini’s treatise] 

teaches you step-by-step all of the basic rules of species counterpoint. That was the best 

book I had because it really made me understand where harmony really came from. It 

was just nothing but the result of counterpoint.” Over the years, Rahbee studied several 

books on counterpoint and composition. But as the composer noted, the books she 

studied never inspired her to compose. Rather, she found the need to compose from her 

students.  

The years 1972 to 1982 were an eventful time in the composer’s life and career. 

Rahbee composed her first five works for solo piano during this time. Her efforts in the 

genre were intended for her own students as teaching pieces. In 1973, the composer 

married physicist and violinist Alfred Rahbee. Her first son, David Alexander Rahbee, 

was born in 1974, and her second son, Adam Benjamin Rahbee, was born in 1976.  

Rahbee turned her efforts to composing larger works in 1980 and 1981. During 

this time, she composed Pictures, op. 3, Essays, op. 4, and Three Preludes from opus 

five. Toward the end of the year in 1980, pianist Phyllis Lehrer of Westminster Choir 

College, asked her to write the Phantasie Variations, op. 12, the composer’s first 

commissioned work. In 1982, Lehrer gave the world premiere of the Phantasie 
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Variations at Merkin Hall near Lincoln Center.
4
 Bernard Holland of the New York Times 

gave the work a glowing review, stating, “The Phantasie-Variations was post-serial in its 

persuasion, but its lovely feeling for piano color and its often lazy, lyric quality never 

sounded didactic or oppressive.”
5
 Holland’s use of the word post-serial clarifies Rahbee’s 

use of serial techniques. The composer uses serial techniques, not in any strict way, but 

with considerable freedom. The positive review from the New York Times was a great 

achievement and it marked the beginning of Rahbee’s renown as a composer. 

Rahbee received additional encouragement from her colleagues. The composer 

began attending the annual Contemporary Seminar for the Young at the Rivers Music 

School in Weston, Massachusetts. Students at the school were required to perform newly 

composed music and could not repeat previous pieces. Rahbee found the seminars 

intriguing and many students found her compositions enjoyable. The school’s director, 

Angel Ramón Rivera, showed great interest in Rahbee’s compositions and had all of his 

students play her pieces. By 1986, Rivera commissioned Rahbee to write her first sonata 

for piano, the first major work after the Phantasie Variations. 

The year of 1986, however, proved to be a complicated and trying time for the 

composer and her family. The two sons of Albert Salehrabi, Alfred Rahbee’s older 

brother, escaped from Iran and came to live with the composer’s family. After several 

months, Salehrabi’s two sons arrived in Belmont, Massachusetts on February 11, 1986. 

                                                 

 
4
 Dianne Goolkasian Rahbee, Phantasie Variations Op. 12 (Fort Lauderdale, FL: 

FJH Music Company Inc., 2005), 2.  

5
 Bernard, Holland, “Phyllis Alpert Lehrer, Old and New on Piano,” The New 

York Times 11 April 1982. 
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The addition of relatives and a full teaching schedule created difficulties in Rahbee’s 

early compositional career. Two years later, Rahbee completed her Second Sonata, 

written for longtime friend, Phyllis Alpert Lehrer.  

The music of Dianne Rahbee, especially the Phantasie Variations and the first 

two sonatas for piano, gained growing exposure in the late 1980s. Phyllis Lehrer, in 

addition to her debut of the Phantasie Variations, played the work in a concert at the 

University of Central Florida. Subsequent performances of the Variations came from 

pianist Elizabeth Lauer at venues across the country including the Schubert Club of 

Fairfield County, Federal Hall National Memorial in New York City, and the Matthay 

Piano Festival at Kennesaw State College in Georgia.  

There were also numerous performances of the Second Sonata for piano. Lehrer 

gave a preview performance of the Second Sonata at Moravian College with a subsequent 

performance and world premiere of the work at Westminster Choir College.  The First 

Sonata, towards the end of 1989, was highlighted in a performance at the American 

Composers New Dimension Series at the Longy School in Cambridge.  

Towards the end of 1989, with newfound interest of the composer’s recent works, 

Rahbee gained additional attention through lectures. The composer presented a lecture on 

the topic of performing and composing twentieth-century compositions at the Longy 

School. Additionally, Rahbee gave a lecture on her piano music in Belmont, 

Massachusetts. 

Performances of the composer’s music gradually increased throughout the 1990s. 

The First Sonata received several performances across New England. Pianist Emily 

Corbato gave performances of the toccata movement from the First Sonata at Newbury, 
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MA, Killian Hall at M.I.T., and at the International Congress of Women in Music in New 

York City. Moreover, the Second Sonata received a performance by Phyllis Lehrer at the 

American Women Composers Annual Marathon concert in Watertown, Massachusetts. 

Rahbee also completed a new work for solo piano, and February 5, 1990, pianist Alice 

Wilkinson gave the world premiere of Nocturne, op. 32, no. 1, at Pickman Hall at the 

Longy School of Music.  

At the end of 1990, a retrospective concert of the composer’s piano music was 

given at the Longy School in Pickman Hall. Pianists Tanya Bartevyan, Deborah Yardley 

Beers, Lenore Engdahl, Elise Jackendoff, Phyllis Lehrer, John McDonald, Rebecca 

Raffaelli, Vivian Taylor, Alice Wilkinson, Eda Shlyam, and Ludilla Lifson all performed 

solo piano works by the composer. The works ranged from smaller miscellaneous works 

such as the Abstracts, op. 7, Intermezzi, Soliloquies, and Essays, to more substantial 

works like the First and Second Sonatas and the Phantasie Variations.   

The solo piano works of the composer did not reach international audiences until 

the early months of 1991 when Hungarian pianist Mariann Abraham performed Three 

Intermezzi, and Scherzino, op. 32, for Budapest Radio. In addition to international 

acclaim, the composer also continued to complete new works for solo piano. Karen Yen 

gave the world premiere of the Sonatina, op. 41, at the Contemporary Music Seminar at 

the Rivers Music School. 

From the years 1992 through 1994, repeat performances of selected preludes, 

First and Second Sonatas, and the Phantasie Variations were given in Massachusetts, 

New Jersey, Illinois, and Wisconsin.  Moreover, in 1994, Rahbee produced the first 
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recording of her music which featured the First and Second Sonatas, the Phantasie 

Variations, a set of preludes, and other character pieces for piano.   

A set of preludes was the focus of the composer’s newest solo piano music in 

1995 and 1996. On April 2, 1995, pianist Miranda Ip performed the official premiere of 

the prelude “Twilight,” op. 69. Later in the same month, Preludes, op. 68, written for 

pianist Virginia Eskin, were premiered at the American Women Composers Festival of 

Women’s Music at Northeastern University. Later in the fall of 1995, Eskin featured the 

same set of preludes for a program at the American Women’s Music Symposium in 

Boulder, Colorado. 

In 1996, pianist Nanette Kaplan Solomon added the Preludes, op. 68, to several 

solo concerts across the west and midwestern states reaching audiences at California 

State University, Allegheny College, and Saint Mary’s College Moreau Center for the 

Arts. Moreover, some of the composer’s solo piano works received exposure as 

competition pieces. In the spring of 1996, Kristin Nakagawa, a student of Phyllis Lehrer, 

won the New Jersey State MTNA competition which included a performance of the 

toccata movement from the First Sonata.   

From 1995 to 2000, the composer completed several preludes, pedagogical 

pieces, and the Third Sonata, all for solo piano. Additionally, earlier works from the 

composer continued to receive attention from pianists. In the summer of 1996, Lehrer 

gave performances of the Phantasie Variations in Sweden, Estonia, and Russia. Later in 

the fall of 1996, pianists Mariann Abraham, Ms. Avanessian, and Anna Soukiassian gave 

a recital of the composer’s piano works at the Liszt Academy in Budapest, Hungary. On 

April 5, 1998, pianist Marc Reiser gave the world premiere of the Third Sonata in 
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celebration of the twentieth anniversary of the contemporary seminar at the Rivers School 

of Music. The following year, pianist Nanette Solomon featured the Third Sonata at the 

MTNA Conference in Minneapolis. 

The turn of the century brought new developments. In August 2000, Rahbee met 

for the first time Belgian pianist Diane Andersen, at the European Piano Teachers 

Association conference at the Liszt Academy in Budapest. Rahbee attended Andersen’s 

lecture on Bartók’s music and found the presentation intriguing. Soon after, the two 

developed a close relationship. The following year, Rahbee completed the Ballade, op. 

111, no. 1 and dedicated the work to Andersen. In 2002, Andersen premiered the First 

Ballade at Bridgewater State College on a concert of the composer’s works.  

The years 2002 to 2003 were a productive time for the composer as well as for 

reception of her solo works. Rahbee composed a majority of her works in 2002 for Diane 

Andersen. Six preludes, one tango, and the Fourth Sonata were completed and dedicated 

to Andersen. The composer, in addition to works for Andersen, also completed the 

Ballade, op. 129, no. 2 (“Flashbacks from the 9-11 World Trade Center Disaster”), a 

commissioned work by the Rivers Music School. The work received its world premiere 

in 2003 on the twenty-fifth anniversary of the Rivers School Seminar for Contemporary 

Music for the Young.   

Rahbee began a new chapter in her career in 2004 when the Frank J. Hackinson 

(FJH) Music Company acquired all rights to the composer’s music. In April 2004, FJH 

published the first volume of Rahbee’s pedagogical pieces under the title Modern 

Miniatures. Later in June of 2004, Angel Ramón Rivera gave a lecture at the Rivers 

School Pedagogy Colloquium on teaching works by Rahbee.  
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 Lectures and performances of the composer’s music continue across the nation 

and throughout Europe. Rahbee currently resides in Belmont, Massachusetts where she 

maintains her own private piano studio. The FJH music company has since released two 

volumes of preludes, two volumes of teaching pieces, the Phantasie Variations, and four 

sonatas. In February 2013, FJH released Pictures and Beyond, a collection of pedagogical 

pieces that introduce a variety of twentieth century concepts and sounds to beginning 

pianists. 
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Chapter II 

The Pedagogical Pieces 

 

 Many of Rahbee’s earliest works are teaching pieces. She began composing such 

short works as a way to meet the needs of her students. In her early years of teaching, 

Rahbee frequently entered many of her students in Piano Guild auditions. Such auditions 

required ten pieces, and many of her students needed pieces to fulfill this requirement. 

Out of the need of her own students, Rahbee duly composed short pieces to complete the 

student’s ten-piece program. Moreover, pianists Constance Keene and David Saperton 

reacted favorably to the composer’s teaching pieces and this encouraged Rahbee to 

continue composing in the genre. Since then, Rahbee has composed a considerable 

number of teaching pieces that address a wide range of issues.  

In 2004, FJH released Modern Miniatures for Piano Solo, a two-volume 

collection of the composer’s teaching pieces. The collection released by FJH does not 

represent the entire spectrum of the composer’s pedagogical works. Rahbee and the 

publisher are currently in the process of releasing two more volumes of teaching pieces 

titled Pictures and Beyond. The first volume of Pictures and Beyond was released in the 

spring of 2013. Therefore, the survey of pedagogical pieces in this chapter does not cover 

all of the composer’s output, but instead features a descriptive analysis of selected pieces 

limited to the Modern Miniatures collection and the first volume of Pictures and Beyond. 

 The pieces in Modern Miniatures, edited by Helen Marlais, are organized by level 

of difficulty from easy to more difficult. However, Rahbee stresses the importance of not 

studying these pieces in order. Instead, the composer suggests selecting pieces at random 
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from the collections with the intent of introducing a specific musical element to the 

student. Volume one, “Late Elementary,” contains thirty-one pieces for solo piano with 

the exception of two works: Tarantella, which is a duet with primo and secondo parts, 

and Rolling Along, which is a solo piece that also has an additional duo version included 

for piano with flute or violin. Many of the pieces in volume one are short in length - 

roughly two-thirds of the pieces in volume one are twenty measures or less and many of 

the pieces are only sixteen measures long.   

 The second volume of Modern Miniatures, “Intermediate through Early 

Advanced,” totals thirty-five pieces for solo piano. Helen Marlais, in the table of 

contents, further groups the pieces into three levels: intermediate, late intermediate, and 

early advanced. The majority of the pieces fall into the intermediate and late intermediate 

category. Only seven pieces feature the early advanced stage. By contrast to volume one, 

over half of the pieces in volume two are thirty measures or more in length. 

 Every piece in both volumes of Modern Miniatures poses specific technical or 

musical challenges to the student, indicated by written explanation or apparent in the title 

of the work. In some cases, the composer exploits the familiarity of a well-known tune to 

teach theoretical concepts. Recent interviews with Rahbee shed light on the composer’s 

own suggestions and thoughts regarding each selected piece. The pieces in the first 

volume of Modern Miniatures create challenges to the student through the areas of sound, 

articulation, finger patterns and groupings, rhythm, texture, and form. 

 Twinkle Winkle, from volume one, takes its melody from the tune “Twinkle, 

Twinkle, Little Star.” However, the right hand is in C Major and the left hand is in B 

Major, making Twinkle Winkle a study in bitonality. The composer uses the familiar tune 
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to teach several concepts: Twinkle Winkle draws attention to the ascending perfect fifth in 

the opening measure and its relation to the outer notes of major and minor triads. 

Moreover, she stresses the importance of transposition. Rahbee instructs her students to 

transpose the Twinkle Winkle melody in all keys. Transposition, according to the 

composer, allows one to teach the intervals in all of the different keys.   

Example 1. Goolkasian Rahbee, Twinkle Winkle, mm. 1-4. 

 

The fingerings indicated in the above example of Twinkle Winkle are the 

composer’s own and are deliberate. The fingerings force the student to think of the five 

notes of the pentascale in any key and it maintains consistency when working in several 

different keys. Once students have mastered the piece, they play the work two octaves 

above where written. The dissonance of the sounding of these two keys in the high 

register of the piano, create according to the composer, the “twinkle” of the stars and a 

less focused sound.
6
 

 The piece, Mary Had a Little Lamb, is a study in imitation. The composer unfolds 

the well-known melody as a round via rhythmic displacement of the left hand. The piece, 

                                                 
6
 Dianne Goolkasian Rahbee, “Featured Composer” (lecture presented at the 

general meeting of the San Antonio Music Teachers Association), San Antonio, TX, 14 

September 2012. 
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with its familiar melody, may also be used for exercises in transposition. According to the 

composer, the piece prepares students for more advanced studies of imitative pieces such 

as the Bach inventions.
7
 

Example 2. Goolkasian Rahbee, Mary Had a Little Lamb, mm. 1-4. 

 

 In addition to highlighting intervallic content and imitation, the student also finds 

challenges in Counting, a piece containing changing meters. Most of the teaching pieces 

in volume one contain simple meters with a few pieces in compound meter. In Counting, 

however, the composer introduces changing meters in addition to cluster chords. Rahbee 

introduces the two concepts simultaneously in the music. Each consecutive measure is in 

a different meter. The opening line begins in three-measure segments with changing 

meters. The number of notes played by the student’s right hand is the same as the number 

of beats in the meter, which creates a three-note cluster in the final triple measure of each 

three-measure grouping. Rahbee repeats the three-measure segment twice before adding a 

third and final segment.  

 

 

 

                                                 
7
 Dianne Goolkasian Rahbee, interview with author,  4 November 2012.  
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Example 3. Goolkasian Rahbee, Counting, mm. 7-11. 

 

The number of beats in the final segment, as shown in measures ten and eleven of 

Example 3, corresponds to the number of notes in each cluster chord. The five-note 

cluster, according to the composer, aids in strengthening the arch of the hand. In order to 

play the five-note cluster, the arch of the hand moves upward allowing all five notes to 

sound. The left hand remains mostly stationery and functions as a pedal point. Crescendo 

markings correspond with the gradual building of larger cluster chords. In addition to 

strengthening the hand, the cluster chords in Counting also allow for teaching voicing, a 

priority for the composer. The composer further states from a recent lecture in San 

Antonio, “All of my music I have to say is very specific for voicing. One of the things 

that I feel strongest about in playing is having a very beautiful singing tone.”
8
  

 Frolic is another piece that requires careful voicing of the melody. Rahbee refers 

to this piece as a finger exercise. Example 4 illustrates the composer’s exploitation of 

five-finger patterns, left-hand ostinato, and contrasting articulations. Such combination of 

legato and staccato is characteristic of many of the composer’s pieces in volume one. 

Three note cluster chords conclude the first section of the piece and first inversion triads 

differentiate the B section (not shown in the example) from the A section.  

 

                                                 
8
 Rahbee, “Featured Composer,” (SAMTA lecture) 14 September 2012. 
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Example 4. Goolkasian Rahbee, Frolic, mm. 5-8. 

 

 Carousel is an embellished version of Frolic. Note the extended streams of 

eighth-notes in the opening melody in comparison with Frolic. 

Example 5. Goolkasian Rahbee, Carousel, mm. 1-4. 

 

The B section of Carousel opens with similar pitches but features the first inversion triads 

of the right hand in off beats to the left hand. The composer varies the return of the A 

section by inverting the left-hand ostinato of harmonic seconds to melodic sevenths. 

Carousel maintains the same combination of legato and staccato textures found in Frolic. 
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Example 6. Goolkasian Rahbee, Carousel, Return of A Section, mm. 33-35. 

 

 Many of Rahbee’s pedagogical pieces introduce perfect fourth and perfect fifth 

sonorities to the student. Waltz is written for pianist Benedek Horvath and features a 

variety of perfect fourth and perfect fifths in both melodic and harmonic forms. The 

melody in Waltz uses perfect fourths and fifths. Note the uses of the fourth interval in the 

melody and accompaniment (Ex. 7). 

Example 7. Goolkasian Rahbee, Waltz, mm. 1-4.    

 

 The fourths intervals in the waltz pattern appear in many combinations of black 

and white keys. In the example, the student plays one black and one white key. Other 

phrases express the fourth in all white keys and all black keys: G to C and A-flat to D-

flat. Moreover, one has the option, according to the composer, to change the waltz pattern 

and tempo on the repeat of the piece. For example, one may replace the half notes in the 

left hand with two quarter notes. The composer also encourages a change in tempo on the 

arpeggiation 

waltz pattern 
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repeat. The changes made to the waltz pattern and tempo are intended to enrich the 

student’s experience with the work. Rahbee also uses Waltz to explore rubato and varied 

pedaling. Instead of pedaling through the measure, students learn to pedal through 

different beats, such as beats one and two or beats three to beat one.    

 The pieces in the second volume of Modern Miniatures are more difficult and 

longer than in volume one. Many of the pieces in volume two contain descriptive titles 

that fit the character of the work. Other pieces contain the word “etude” in the title and 

address specific concepts such as sequences, glissandos, pedaling, parallel sixths and 

thirds, and clusters.  

 Dancing Puppet, a piece in quintuple meter, evokes the imagery of a stringed 

puppet through the use of quick grace-note gestures in the melody on long tones 

accompanied by a left-hand ostinato (Ex. 8). The five-note pattern in the left hand is 

symmetrical. The middle note, G-sharp as the axis of symmetry, is joined by melodic 

fifths on the outer edges. The ostinato continues throughout the piece transposed to 

pitches F, D, and B-flat. The ostinato on B-flat marks the arrival of a contrasting section 

further signaled by changes in rhythm and melody (Ex. 9). 

Example 8. Goolkasian Rahbee, Dancing Puppet, mm. 1-4. 
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Example 9. Goolkasian Rahbee, Dancing Puppet, mm. 10-12. 

 

 In Peaceful Child, the composer creates longer, lyrical phrases of eight measures 

in length held together in the melody by a lilting siciliana-like rhythmic motive (Ex. 10). 

The melody moves in stepwise motion and concludes with melodic fifths. The opening 

phrase establishes a clear distinction between melody and accompaniment beginning with 

an ostinato pattern in the left hand of fifths and fourths in a long-short rhythm. However, 

the opening measure serves as an introduction and allows the melody to overlap and 

begin on the second measure. The stepwise melody expands into perfect fifths and 

completes the phrase by crossing over the left hand in the lower register of the piano. 

Example 10. Goolkasian Rahbee, Peaceful Child, mm. 1-11. 
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 The composer, in addition to descriptive titles, also utilizes titles that refer to a 

specific concept. In the Minor Second Etude, Rahbee features minor seconds in both 

melodic and harmonic contexts. The example below shows melodic minor seconds in 

ascending and descending forms. The challenge to the student lies within connecting the 

thumbs in a legato manner between the hands in beat one and two. The second half of the 

etude compliments the first and adds the addition of the chromatic scale featured in 

parallel fifths.  

Example 11. Goolkasian Rahbee, Minor Second Etude, mm. 1-3. 

  

 Many of the etudes, like Minor Second Etude, Major Third Etude, and Perfect 

Fifth Etude highlight a specific interval. But some of the etudes also address physical 

challenges or distinctive sonorities. Jumping Sfz Etude opens with ostinato patterns 

divided between the hands and places sforzandos on metrically weak beats in the right 

hand. The placement of the sforzando also changes register requiring the hand to move 

quickly out of position to reach the sforzando. The chord is a cluster made up of the 

intervals of the fourth and fifth. The student must move quickly and aim the hand in the 

right direction on the piano to play the sforzando with accuracy. The challenge increases 

with the addition of the left hand which also moves positions just before the right hand 

sforzando, as seen in mm. 10 and 12.    
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Example 12. Goolkasian Rahbee, Jumping Sfz Etude, mm. 10-14. 

 

 The last set of pieces in this second volume, according to Helen Marlais, consist 

of early advanced pieces. Monday Morning in the City, a piece commissioned by the New 

Jersey Chapter of MTNA in 2003, captures the sounds of the city through the 

combination of perfect fourths. The composer comments, “It sounds like the hustle and 

bustle of a Monday morning in the city where cars are honking and there are all kinds of 

activity and energy.” Quartal harmonies of syncopated harmonic fourths in the right hand 

are accompanied by broken fourths in the left hand (Ex. 13).  

Example 13. Goolkasian Rahbee, Monday Morning in the City, mm. 1-2. 

 

 Toccatina No. 4 is one of a set of five toccatinas included in the second volume. 

The piece features melodic fourths and fifths in both contrary and parallel motion. 

Additionally, the toccatina explores different layers of sound through the use of staccato 

and portamento articulations. The main melody line, marked staccato with accents, 

occurs on off-beats in the right hand throughout the piece. An inner melodic line emerges 
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underneath the main melody through the weaving of left and right hand staccato notes as 

seen in mm. 9-12. 

Example 14. Goolkasian Rahbee, Toccatina No. 4, mm. 9-12. 

     

 The first volume of Pictures and Beyond is a collection of teaching pieces at the 

elementary level. The pieces highlight musical elements such as scale patterns, intervals, 

rhythms, dynamics, hand crossings and unusual finger patterns. The composer also 

explores a variety of contemporary techniques for the piano in these short pieces. For 

example, Whispering Harmonics, Mountain Echo, and In the Echo Chamber require the 

student to depress cluster chords in the left hand at the beginning of the piece while 

playing melody notes in the right hand that resonate overtones and harmonics in the 

piano.  

Students discover new approaches to notation and instruction in Skiing Up and 

Down the Mountain Slopes of the Keyboard and Parade. Skiing Up and Down the 

Mountain Slopes explores glissando effects on the keyboard marked by black lines that 

slope like mountain tops. The beginning and the end of the piece are marked by a circle 

that signifies a cluster of notes played with the palm of the hand. Parade contains a short 

excerpt of notated music in the style of a trumpet fanfare. A list of instructions covers the 

rest of the page and directs the student to play the strings from inside the piano. Parade, 
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according to the composer, is designed to help the teacher understand how a student 

processes all of the information on the page.  

The pedagogical works provide a pathway for understanding the composer’s 

major works for solo piano. On one level, each piece addresses a specific skill for the 

beginning pianist. Many of the pieces address a variety of concepts essential to a 

student’s development as a pianist such as combinations of articulation, chord clusters, 

transposition, voicing, ostinato patterns, intervals, and finger patterns. Each work is 

concise and clear in pedagogical intention. On a deeper level, one sees a microcosm of 

the composer’s unique musical language. The composer’s phrasing, melodic line, and 

unique usage of interval content all meld together in larger works such as the preludes, 

sonatas, and ballades. 
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Chapter III 

The Preludes 

 

 In 2007, the FJH Music Company released collections of Rahbee’s preludes in 

two volumes. Each volume is edited by Rebecca Raffaelli and, like the pedagogical 

pieces, the preludes are arranged by level of difficulty rather than by compositional 

chronology. Both volumes comprise a total of thirty-seven pieces: twenty-two pieces in 

volume one (“Early Intermediate through Late Intermediate”) and fifteen pieces in 

volume two (“Late Intermediate through Advanced”). A short description of each piece 

appears below the title in the table of contents. An additional table of contents lists the 

preludes from both volumes in order by opus number. The following survey selects for 

discussion twelve preludes that best exemplify the composer’s musical style. Each piece 

contains an analysis drawn from my own observations and from background information 

gleaned from interviews with the composer. 

 The composer’s first Prelude, op. 5, no. 1, originally published in a set of three, 

was written in 1980 after she attended a student recital of a local piano teacher. Rahbee 

heard a student perform a piece that continuously repeated the same chord in the right 

hand. She found the piece uninteresting and became determined to write something of 

more interest with the same texture. For the first sixteen measures, the composer repeats a 

seventh chord that accompanies a melody in the left hand marked cantabile. Prelude, op. 

5, no. 1, is described in the table of contents as being “subconsciously inspired by 
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Prelude, op. 28, no. 4 in E Minor of Chopin.”
9
 The Seda 333 recording of the composer’s 

selected works, produced in 1994, features a performance of the opus five set of preludes 

by pianist Tanya Bartevyan. A recent review of this disc describes Prelude, op. 5, no. 1 as 

having the “melancholic flavor of Janacek.”
10

     

Example 15. Goolkasian Rahbee, Prelude, op. 5, no. 1, mm. 1-4. 

 

 

Prelude, op. 5, no. 3, is dedicated to Alberto Ginastera and is the last of the set. 

The composer cites three major influences for the piece: Chopin’s Prelude in G Minor, 

op. 28, no. 22, Ginastera, and her own Armenian background. Hofstetter describes 

Prelude, op. 5, no. 3, as “rhythmic and slightly menacing.”
11

 Driving, dance-like rhythms 

are a major feature of the piece. The main theme opens in a meter of 
 
 
 that prevails for 

                                                 
9
 Dianne Goolkasian Rahbee, Preludes Volume 1 (Fort Lauderdale, FL: FJH 

Music Company Inc., 2007), 4. 

10
 Monica Buckland Hofstetter, “Piano and Violin Music by Dianne Goolkasian 

Rahbee,” International Alliance for Women in Music 6 (2000): 55-6. 

 
11

 Hofstetter, “Piano and Violin Music by Dianne Goolkasian Rahbee,” 56. 
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the first thirteen measures. Meters of 
 
 
 and 

 
 
 appear after measures in 

 
 
 at endings of 

phrases.  

The opening measures utilize the low register of the piano with the left hand in 

octaves supporting off-beat melodic gestures in two-note slurs in the right hand. The 

harmony features two chords a whole step apart: one major and one minor. The A Major 

and G minor pair of chords supports the harmonic structure of the piece at the beginning 

and end of the work. Formally, the structure is ABA’.
 
 

 Example 16. Goolkasian Rahbee, Prelude, op. 5, no. 3, mm. 5-8. 

. 

The work also shares textural similarities to Chopin’s Prelude in G Minor, op. 28, no. 22, 

with its left hand octaves supported by offbeat gestures in the right hand. 

Example 17. Chopin, Prelude, op. 28, no. 22, mm. 4-7.  
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The texture in Rahbee’s prelude remains consistent throughout the piece with the 

exception of mm. 21-28 where repeated notes are divided between the hands. Rahbee 

credits the influence of Ginastera with respect to the excerpt below.
12

 Note the percussive 

accents and division of beats in the quintuple meter. No other section of the prelude 

contains repeated-note passages.  

Example 18. Goolkasian Rahbee, Prelude, op. 5, no. 3, mm. 21-28. 

 

 The Celebration Prelude, op. 87, no. 3, is dedicated to Hungarian pianist Mariann 

Abraham on the birth of her grandchild. This Celebration Prelude is the last piece in a set 

of three preludes dedicated to Abraham and completed in 1998. The dedicatee performed 

the world premiere of the entire set on February 5, 1999, at the Gemeentepark Brasschaat 

Belgium Auditorium Cultural Center. According to the composer, the Celebration 

Prelude is also used in the Concertino No. 2 for piano and orchestra. The entire prelude 

uses the interval of a fifth, its inversion, and melodic and harmonic combinations. Parallel 

fifths create an open sound in the higher register of the piano.  

                                                 
12

 Dianne Goolkasian Rahbee, interview with author, 10 December 2012. 
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The Celebration Prelude, like the Prelude, op. 5, no. 3, features rhythm as a 

driving element throughout the work. Rhythm provides cohesiveness within sections and 

variety over the entire work. Six-bar phrases, divided into two three-bar subphrases, 

characterize the A section. Two measures of compound meter divide the beat into 

groupings of three and two followed by the irregular meter grouping of five notes in the 
 
 
 

meter. Example 19 illustrates the consistent grouping of two 
 
 
 measures with one 

 
 
 

measure. The Celebration Prelude represents an expansion of the beat divisions found in 

the Prelude, op. 5, no. 3. 

Example 19. Goolkasian Rahbee, Prelude, op. 87, no. 3, “Celebration,” mm. 1-8. A 

Section. 

 

 The Celebration Prelude does not articulate any clear formal design. However, it 

appears to be in some type of modified rondo or a hybrid ternary design. An A section, 

based on fifths, opens and closes the prelude. The first A section follows with a transition 

that leads to a more lyrical B section.  
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Example 20. Goolkasian Rahbee, Prelude, op. 87, no. 3, “Celebration,” mm. 25-32. B 

Section. 

 

The B section theme divides into a clear stepwise melody in the right hand 

accompanied by broken fifths in the left hand. Areas of transition follow the B section 

and can be seen as beginning a new C section or as constituting a long transition to the 

return of the A section. The A section continues the rhythmic intensity and concludes 

with a coda.  

 Many of Rahbee’s preludes use specific textures and intervals to reflect emotional 

sentiment in the piece. The Prelude, op. 115, no. 3, subtitled “A Garden of Fragile 

Flowers with Deep Roots,” is one out of a set of three preludes completed in 2001 and 

dedicated to Inge Holleck. The dedicatee’s son, Jorgen Holleck, gave the world premiere 

of the set of preludes in April 2001. In recent interviews, Rahbee remembers Holleck’s 

full support of the contemporary seminars at the Rivers Music School and the dedicatee’s 

love of family and flowers. Holleck developed cancer and eventually died of the illness. 

The three preludes were written while Holleck was ill. Rahbee, in her own words, 
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describes the preludes dedicated to Holleck as “not technically difficult, but musically 

very expressive.”
13

 

 The prelude contains the marking “Espressivo, ad libitum” with the added 

description: “from delicate fragile textures to deep roots of strength.”
14

 The work divides 

evenly into two halves, each eight measures in length with a transition of two measures 

between the two parts. The first half features delicate textures. The melody begins in the 

middle register of the piano with a succession of seventh intervals accompanied by an 

arpeggiation of ascending fifth intervals in the left hand.  

Example 21. Goolkasian Rahbee, Prelude, op. 115, no. 3, mm. 1-3. 

 

  

Expanded dominant seventh harmonies change every two measures and provide a 

varied shade of color by circling through a harmonic fifth sequence. The transition inverts 

the opening sevenths into seconds (Ex. 22). The lower note of each second appears in 

retrograde and in contrary motion in the left hand. Measure nine foreshadows key 

                                                 
13

 Rahbee, interview with author, 10 December 2012. 

14
 Rahbee, Preludes Volume 1, 46. 
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elements in the second half of the prelude: the inversion of intervals in the right hand and 

the syncopated rhythm of the left hand. 

Example 22. Goolkasian Rahbee, Prelude, op. 115, no. 3, m. 9. 

 

 The second half of the prelude represents the deep roots of the flower. The low 

bass notes, according to the composer, are meant to be felt growing up from the root. One 

finds deeper, tonal space at m. 11 (see Ex. 23) with intervals of a minor ninth in the left 

hand played together with the major seventh interval in the right hand. Syncopation, 

derived from the transition, appears as a main feature of the melody.  

Example 23. Goolkasian Rahbee, Prelude, op. 115, no. 3, mm. 11-12. 

 
  

 

The overall dynamic range of the Third Prelude aptly reflects the description of 

the piece. The first half, representative of the fragile flowers, is mezzo piano. By contrast, 

one finds forte, mezzo forte, and fortissimo in the second half, representative of the deep 

roots of strength.  
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 The influence of jazz can be heard in some of the preludes. The composer credits 

the jazz influence in the Prelude, op. 18, no. 5, titled Capriccio, as subconsciously 

inspired by the composer Marjorie Burgess. In 1983, the work was completed and 

originally published in Seven Pieces, op. 18.  The B section of the work contains quartal 

harmonies with a flat fourth. Many of the harmonies at m. 24 are reminiscent of Ravel’s 

“Alborado del gracioso” from Miroirs. Rahbee did not cite the composer as a direct 

influence but was not surprised by the connections to Ravel.  

Example 24. Goolkasian Rahbee, Prelude, op. 18, no. 5, m. 24-25. B Section. 

 

Example 25. Ravel, “Alborado del gracioso,” from Miroirs, m. 206-207. 
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Additionally, the syncopated rhythms of the B section might be viewed as an expansion 

of triple and duple groupings from the A section. Example 26 illustrates one of the jazzy 

riffs in the melodic line of the B section.  

 

Example 26. Goolkasian Rahbee, Prelude, op. 18, no. 5, mm. 17-18. Jazz Riff. 

 

 Prelude, op. 138, no. 1, “Escape to Inner Space,” features improvisation. Rahbee 

completed the work in 2004 as a commission by Mildred Freiberg, a local Belmont piano 

teacher. Rahbee was aware of the teacher’s own abilities at the piano and sought to 

compose a work that was musically free and without any technical challenges.  

Example 27. Goolkasian Rahbee, Prelude, op. 138, no. 1, m. 1. 

 

 

Escape to Inner Space features no meter, bar lines, or dynamic indications. The 

chords, when played with both hands, make up the major ninth harmonies that lend a 
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distinctly jazz-like sound. Each chord is marked by fermatas that provide resting points 

between more free, improvisatory melodic lines.  

The melodic lines contain smaller motivic ideas based on the composer’s 

preference of intervals, most notably the perfect fourth, perfect fifths, minor seconds, and 

major sevenths. The melody notes are notated in quarter notes but may be played in any 

kind of rhythm the performer wishes. A note from the composer at the bottom of the 

score indicates the following: “Repeat ad lib. as many times as you wish, each time 

improvising rhythmically and dynamically using the given notes.”
15

 

 A majority of preludes from volume two are dedicated to colleagues of the 

composer. The second volume of preludes, like the first, showcases the composer’s style. 

Many of the pieces continue the same usage of intervals from the first volume, such as 

fourths, fifths, seconds, and sevenths. The composer also continues the use of consistent 

phrase groupings often creating phrases that are divisible into four- and eight-measure 

segments. Moreover, the composer creates uniformity and cohesion within each work by 

utilizing short, distinct rhythmic and melodic motives.  

  The second volume opens with the Prelude, op. 69, subtitled “Twilight,” one of 

the composer’s most unusual preludes. “Twilight” was written for Miranda Ip, a piano 

student at the Rivers School. The world premiere of the work was given by the dedicatee 

on April 2, 1995, at the Rivers Contemporary Seminar in Weston, Massachusetts. 

According to the composer, the piece requires a sensitive awareness of tone and a 

delicate touch to the keys. The prelude explores the awareness of the senses during a time 

of aging. The title, according to the composer, is a metaphor for the twilight of one’s life. 

                                                 
15

 Rahbee, Preludes Volume 1, 11. 
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 The pedal point nested inside the middle of the texture is a key feature of the 

“Twilight” prelude. In Example 28, the opening measure begins with an accompaniment 

figure similar to an Alberti bass; in the right hand, there is an E pedal (stems down in the 

treble clef of the example). Subsequent pedal points occur on C-sharp and F-sharp. The 

pedal points, according to the composer, symbolize the bars of a jail cell. The composer 

uses the idea of jail cell bars to communicate two possible perspectives: being inside the 

jail cell looking from behind the bars to the outside world or looking freely from outside 

the world to whatever is in the jail cell.  

Example 28. Goolkasian Rahbee, Prelude, op. 69, “Twilight,” mm. 1-4. 

 

 

The two perspectives of the jail cell correlate to two different approaches to 

performing the prelude. As Rahbee explains, one performance might include bringing out 

the pedal point tone with a deep, rich tone above all the other textures so that it becomes 

the focal point of the piece. This mode of performance relates to looking out from behind 

the jail cells. The second method gives the main melody the louder dynamic level among 

the texture while keeping the pedal points in the background. This second performance 

option relates to looking from the outside world at a distance to the bars of the jail cell.      
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 In addition to the pedal point, there are other elements unique to the Twilight 

Prelude. The rhythmic motive of the dotted quarter followed by an eighth is a key feature 

in the opening eight measures. Widely spaced textures are consistent throughout the 

accompanimental figures in the left hand. The entire span of the left hand figures range 

an interval of a tenth. The melodic line in the right hand consistently opens with an 

anacrusis beginning with a leap of a fourth or a fifth, followed by a descending line. 

Measure groupings in the Twilight Prelude are consistently four measures. The second 

phrase sequences the first four measures at a third below.  

 Prelude, op. 68, no. 2, is the middle piece from a set of three preludes 

commissioned by NPR’s “A Note to You” and Northeastern University. Virginia Eskin 

performed the world premiere of the three pieces on April 22, 1995, at Northeastern 

University’s Blackman Auditorium. The theme of the concert was “New England 

Women Composers.” In the excerpt reproduced in Example 29, the composer constructs 

chords from fifths in the right hand and fourths in the left hand. The combinations create 

open sonorities in a consistent five-voice chorale texture. 
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Example 29. Goolkasian Rahbee, Prelude, op. 68, no. 2, mm. 1-4. 

 

 Rahbee achieves a variety of open sonorities through changes in register. 

Dynamics change on almost every measure. Furthermore, phrase segments never repeat 

literally: changes in dynamics, harmony, and register all create a fresh start to each phrase 

segment. 

Example 30. Goolkasian Rahbee, Prelude, op. 68, no. 2, mm. 5-8. 

 

Example 30 illustrates the grouping structure and motivic articulation that 

pervades the prelude. The phrase segments divide into four-measure groups, each divided 

into two-measure subunits. Changing meters articulate the subunits and create balance 

among the four-measure groups. The first subunits (mm. 5-6 in the example) are in 

common time featuring planed, two-note slur figures; the second subunits (mm. 7-8 in the 

example), are cast in a contrasting meter with the melody under a single slur.  
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 Roughly half of the pieces in the second volume of preludes are written for pianist 

Diane Andersen. For these preludes, Rahbee has supplied additional descriptive titles that 

capture the mood and expression of the work. Prelude, op. 140, no. 1, completed in 2004, 

bears the subtitle “Champagne petillant” and translates as “Champagne Bubbles.” Rahbee 

completed the work in 2004. Andersen gave the Boston premiere of this work with other 

selected preludes on March 11, 2006, in Belmont, Massachusetts. The prelude uses 

unique combinations of articulation, texture, and rhythm to achieve the image of 

sparkling champagne bubbles. Example 31 shows the staccato stacks of white-key fourths 

in the right hand that contrast with left-hand legato melody. Note the consistent sixteenth-

note movement created by the rhythmic displacement of the left hand.  

Example 31. Goolkasian Rahbee, Prelude, op. 140, no. 1, mm. 1-2. 

 

 The three preludes from op. 120, completed in 2002, are also written for Diane 

Andersen. The first of these, subtitled “Dans l’excitation du retour” (“In the Excitement 

of Return”), also serves, with only minor changes, as the second movement in the Fourth 

Sonata. A rhythmic energy similar to that found in “Champagne Bubbles” is present in 

the first prelude from op. 120. The work consists of two major sections built around 

contrasts in texture and intervallic content.  
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Example 32 illustrates the projections of fourths followed by quick chromatic 

gestures that dominate the piece until the final two measures. Slurred pairs of eighth 

notes supply the accompaniment. The composer also creates variety by blending the two 

contrasting ideas via descending melodic fourth gestures that ascends chromatically by 

half step, as shown in Example 33. 

Example 32. Goolkasian Rahbee, Prelude, op. 120, no. 1, mm. 1-2. 

 

 

Example 33. Goolkasian Rahbee, Prelude, op. 120, no. 1, mm. 5-6. 

 

 Prelude op. 120, no. 2, subtitled “Ensemble,” features a distinctive use of the 

descending minor second interval. The composer identifies the interval of D-D-flat or D-

C- sharp as the Dianne motive. This motive appears in different registers accompanied by 

arpeggiated figures in the left hand. The accompanimental figures are similar to figures 

found in m. 11 of the “Twilight” Prelude (Ex. 34). Rhythmic motives help define the 
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ternary formal structure of the prelude: the eighth-dotted quarter figure is pervasive in the 

A section (Ex. 35) and a quarter note followed by two eighths characterizes the B section 

(Ex. 36). 

Example 34. Goolkasian Rahbee, Prelude, op. 69, “Twilight,” m. 11. 

 

Example 35. Goolkasian Rahbee, Prelude, op. 120, no. 2, mm. 1-3. A Section. 

 

Ostinato patterns in the B section create textural contrast with the broken chord 

patterns in the A section. For unity among the sections, the composer consistently uses 

harmonies that move by third. Note the left-hand movement C#-A-E-C#-A (Ex. 34). 
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Example 36. Goolkasian Rahbee, Prelude, op. 120, no. 2, mm. 18-20. B Section. 

 

 The final prelude from op. 120 is subtitled “Au revoir.” Portions of “Au revoir” 

reappear as a key feature in the development of the first movement of the Fourth Sonata. 

The “Au revoir” Prelude, like the “Ensemble” Prelude, utilizes the Dianne motive: D – C-

sharp. However, the motive appears not as a minor second, but as a major seventh. The 

intervallic distance of the major seventh, much wider in span than the minor second, 

lacks closeness and correlates to feeling of being apart.  

 

Example 37. Goolkasian Rahbee, Prelude, op. 120, no. 3, mm. 1-3. 

 

In the left hand, the Dianne motive is in retrograde and forms minor-ninth 

intervals that lend a contrapuntal quality to the texture. The formal structure is a ternary 

form in which the A’ section is an embellished version of the initial A section. Rahbee 
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links the work to the Ensemble prelude by using the same rhythmic motive of a dotted 

quarter followed by an eighth note.  

The Preludes of Dianne Rahbee are fresh, rare gems that deserve more 

performances among today’s pianists. Dr. Deborah Nemko, professor of piano at 

Bridgewater College, describes the Preludes as “beautifully constructed miniatures that 

take an honored place among the oeuvre of preludes written by her predecessors 

including Bach, Chopin, and Szymanowski.”
16

 Each piece shows the composer’s 

individual style, her unique sense of piano color, and cohesive layout of ideas. The 

preludes, while not technically difficult, require keen attention to detail. One finds in the 

preludes of Rahbee an awareness of specific voicings, shades of dynamics, and musical 

intent. 

 

 

 

 

 

 

 

 

 

 

                                                 
16

 Deborah Nemko, quoted in Dianne Goolkasian Rahbee, Preludes Volume 1 

(Fort Lauderdale, FL: FJH Music Company Inc., 2007), back cover. 
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Chapter IV  

The Ballades 

 

 To date, Dianne Rahbee has written four ballades for solo piano, all intended as 

concert pieces for the professional pianist. These pieces, each over 200 measures in 

length, represent the composer’s most recent major works for solo piano. All of the 

ballades are written for Diane Andersen with the exception of the Second Ballade, a 

commissioned work by the Rivers School Contemporary Seminar. Rahbee recently 

finished the Fourth Ballade in 2012 and its world premiere will take place at the 

composer’s marathon concert June 23, 2013 in celebration of her seventy-fifth birthday.  

Table 1. The Four Ballades. 

Title Year Length Additional Notes 

Ballade no.1, op. 111 2001 

Rev. 2003 

203 For Diane Andersen 

Ballade no. 2, op. 129 

“Flashbacks of the 

9/11/01 World Trade 

Center Disaster” 

2002 212 Commissioned by the 

Rivers Music School 

2003 Contemporary 

Seminar  

Ballade no. 3, op. 161 

“Mystère” 

2008 239 For Diane Andersen 

Ballade no. 4, op. 223 

“Come What May” 

2012 220 For Diane Andersen 

 

 The ballades are currently available only from the composer and have not yet 

been published. There are, however, no restrictions on obtaining these works and they 

may be purchased directly from the composer. The score for the First Ballade contains 

hand-written markings for pedal and finger, by editor Diane Andersen. A descriptive 
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analysis of the first three ballades follows. (The Fourth Ballade is omitted due to its 

recent completion). Each ballade reflects deep emotions expressed through the unique 

characteristics of the composer’s style. 

Ballade no. 1, op. 111 

 Diane Andersen gave the world premiere of the First Ballade on March 26, 2002, 

at Bridgewater State College’s Rondileau Auditorium in Bridgewater, MA. The First 

Ballade, according to the composer, is a powerful and emotional work rich in meaning.
17

 

The content of the work reflects the pain of life: “Sometimes the greatest pain is what can 

eventually bring the greatest happiness and vice versa. The greatest happiness can turn 

into the greatest pain. So it’s [like] the flip sides of a coin; this is what this piece is 

expressing.”
18

 The composer cites the fantasy as a basis for structure. However, further 

analysis reveals a series of five distinct thematic areas that alternate throughout the work. 

Themes A and B appear in pairs at the beginning and end of the Ballade. Between the A 

and B pairs, one finds a five-part rondo structure. The A and B pairs function as a refrain 

to the rondo in the middle section of the work.    

Table 2. First Ballade. Formal Structure. 

Section   A           B C D C E C    A            B 

Measure 1-28 29-48 49-70 71-94 95-106 107-133 134-155 156-183 184-203 

 

                                                 

 
17

 Dianne Goolkasian Rahbee interview with author, 20 December 2012. 

 
18

 Ibid. 
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 The composer is ingenuous in establishing contrast among the thematic areas. 

Over the course of the five thematic areas, Rahbee makes sharp contrasts, most notably in 

meter and texture as seen in the table below.  

Table 3. Meter and Texture in the First Ballade. 

 

Section A           B C D C E C A            B 

Measure 1-28 29-48 49-70 71-94 95-106 107-133 134-155 156-183 184-203 

Meter  

 
 

 

 
 

 

 
 

 

 
 

 

 
 

 

 
 

 

 
 

 

 
 

 

 
 

Texture 4 - 6 
voices 

4- 5 
voices 

2 
voices 

2 – 4 
voices 

2 – 3 
voices 

2 – 4 
voices 

2 - 4 
voices 

4 – 6 
voices 

4 – 5 
voices 

 

Texture, motives, and symmetry are defining features of Theme A. The opening, 

marked “fortissimo” and “with intense emotion,”
19

 is supported by large cluster chords 

that span the interval of a ninth in each hand. Regarding the performance of the opening 

passage, the composer tells the pianist to “embrace the chords with great warmth.”
20

 The 

sound, the composer further advises, is not intended to be forceful; one needs to feel the 

depth of the keys with the chords in a way that does not sound harsh.  

 Quintal harmonies and triplet rhythmic figures distinguish Theme A. As in the 

Fourth Sonata, one finds the initials of the composer, D. G., and the initials of Diane 

Andersen, D. A. Example 38 (below) shows the symmetrical disposition of the opening 

chord around pitch class D: the left-hand descending perfect fifths (D-G-C) mirror the 

ascending projection in the right hand (D-A-E). The second motive, in triplet figures, 

follows the chords and serves as lead-in gestures to the following large cluster. 

                                                 

 
19

 Dianne Goolkasian Rahbee, Ballade no. 1, op. 111 (Belmont, MA: Seda 

Publications, 2001), 1. 

 
20

 Ibid. 
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Example 38. Goolkasian Rahbee, Ballade no. 1, op. 111, Theme A, mm. 1-4.  

 

Example 39. Goolkasian Rahbee, Ballade no. 1, op. 111, Theme A, mm. 5-8. 

 

 Balance and contrast are defining characteristics of Theme A. In addition to using 

symmetrical intervals among the chords in Theme A, Rahbee also uses consistent four- 

and eight-bar phrase segments. The opening four-bar segment, shown above in Example 

36, is part of a larger eight-bar unit. The four-bar segment itself divides further into two-

bar groups balanced by duple and triple rhythmic groupings. Furthermore, the composer 

uses texture to create contrast among the phrase segments. Triplet patterns from m. 2 in 

the example above diminute to sextuplets in m. 10 as shown in Example 40.  
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Example 40. Goolkasian Rahbee, Ballade no. 1, op. 111, Second Statement of Theme A, 

mm. 9-10.  

 

 Rahbee makes subtle changes to the texture of Theme A upon its return in m. 156 

as shown in Example 41. The chords from the m. 1 open a tonal space that is more than 

four octaves. However, in m. 156, the chords return more emphatically, saturated with 

seconds and fifths with its tonal space expanded by the ottava. 

Example 41. Goolkasian Rahbee, Ballade no. 1, op. 111, Return of Theme A, mm. 156-

59. 

 

Theme B, marked “molto espressivo appassionato” and “dolce,” contrasts with 

Theme A through meter, dynamic range, texture, harmony, and melodic contour (Table 

4). One finds a gradual contraction of motivic elements between Themes A and B.  
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Table 4. Ballade no. 1, op. 111, Comparison of Themes A and B. 

 A B 

Meter Simple Compound Duple 

Dynamic Range ppp, p, mp, mf, f, ff, fff p, mp, mf, f, ff 

Texture Widely spaced Closely spaced 

Harmony Quartal, Quintal Thirds, sevenths, ninths 

Melodic Contour 

 

Angular Arched   

 

Compound duple meter in Theme B replaces the common time in Theme A. The range of 

dynamic levels reduce from a total of seven in Theme A to five in Theme B. Tonal space 

in Theme B is condensed by closely-spaced hands from the widely-spaced chordal 

texture in Theme A. Furthermore, quartal and quintal harmonies characteristic of Theme 

A evolve into harmonies based on thirds, seconds, and ninths in Theme B. Moreover, the 

melodic contour of the two sections is remarkably different. The melodic contour of 

Theme A is angular and moves from descending quartal chords to rising triplet figures. In 

contrast, Theme B features an arched melodic contour in the left hand. 

The initial statement of Theme B begins mezzo piano with a melody in the tenor 

register of the left hand. Asterisks in the score, shown in m. 29 in Example 42, ask the 

performer to emphasize the soprano and tenor voices. The succession of duple and triple 

figures from Theme A are featured in hemiola in the B theme. Triplet figures in the right 

hand accompany the melody expressed in duple figures in the left hand. 
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Example 42. Goolkasian Rahbee, Ballade no. 1, op. 111, Theme B, mm. 29-32.  

 

Following Themes A and B, one finds a contrasting Theme C, reproduced in 

Example 43. Texture and motives, both melodic and rhythmic, define this new theme. 

The thick textures of Theme B reduce to two-voice polyphony in the subsequent 

contrasting C section. The left-hand part shown in Example 43, while more 

accompanimental, functions as an independent countermelody to the right hand. Within 

the texture, one finds the Dianne motive, D – C-sharp, as a descending two-note slur in 

the opening right-hand melody.  

This marks the first appearance of the Dianne motive in the Ballade. Above the 

motive, one finds the following performance indications: “with intense sensual tactile 

rubato.”
21

 Theme C’s contrast with Theme A is further evidenced by the performance 

indications “lamentingly, holding back” and “triste.”
22

 Moreover, the rhythmic figures of 

an eighth followed by a quarter connect the entire thematic area. Rahbee uses the motive 

throughout the entire theme. 

                                                 

 
21

 Dianne Goolkasian Rahbee, Ballade no. 1, op. 111 (Belmont, MA: Seda 

Publications, 2001), 3. 

 
22

 Ibid. 
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 Rahbee creatively contrasts each subsequent return of Theme C through 

alterations in texture. An embellished second statement in mm. 95-106 opens one octave 

higher in the right hand with a two-voice texture. A voice exchange in the right hand on 

the Dianne motive (indicated by an X in the example), marked “subito forte,” intensifies 

the dissonance of Theme C (Ex. 44). The third and final statement of Theme C returns to 

mezzo piano as before in the initial statement. The Dianne motive appears in its original 

form with only minor changes in texture. One finds the motive transposed an octave 

lower on its third and fourth repetitions. Example 45, the third statement, reproduces the 

final version of the theme in mm. 134-35. Note the low register and sixteenth-note 

embellishments in the score.  

Example 43. Goolkasian Rahbee, Ballade no. 1, op. 111, Theme C, Initial Statement, 

mm. 49-52.  

 

Example 44. Goolkasian Rahbee, Ballade no. 1, op. 111, Theme C, Second Statement, 

mm. 95-96.  
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Example 45. Goolkasian Rahbee, Ballade no. 1, op. 111, Theme C, Third Statement, mm. 

134-135.  

 

 Themes D and E provide contrast to Theme C most notably through changes in 

meter, rhythm, harmony, and melody. Themes D and E share similarities in their 

expressive markings, dynamic range, and harmonic content, but differ by means of 

melodic contour, rhythm, and digression.  

Table 5. First Ballade. Comparison of Themes D and E. 

 D E 

Meter Quadruple Quadruple 

Expressive Markings 

dolce, cantabile, 

legatissimo 

cantabile 

Dynamic Range pp, p, mp, mf, f, ff pp, p, mp, mf, f, ff 

Rhythm syncopation  Dotted quarter, eighth 

Texture Alberti bass – quarter notes Alberti bass – eighth notes 

Harmony Thirds, sevenths, ninths Thirds, sevenths, ninths 

Melodic Contour Arched   Concave  

Digression 

minor second two-note slur 

motive in harmonic fifths 

contrapuntal descending 

minor seconds 

 

 

In Example 46, Theme D opens in quadruple meter with syncopated rhythmic figures in 

the right hand. Rahbee creates striking contrast with a soaring melody constructed 
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primarily of fifths over a left-hand ostinato. Example 47 shows a digression in Theme D. 

The digression, marked “triste” and “subito forte,” lasts for six measures and highlights 

harmonic fifths expressed as a two-note slur motive (Ex. 47). The idea appears to be a 

variant of the Dianne motive. 

Example 46. Goolkasian Rahbee, Ballade no. 1, op. 111, Theme D, mm. 71-74.  

 

Example 47. Goolkasian Rahbee, Ballade no. 1, op. 111, Digression in Theme D, mm. 

85-86. 

 

 

Theme E opens with an ostinato pattern similar to Theme D, but with a concave 

melodic contour (Ex. 48). Here the root movement in the bass motion is stepwise, 

distinguishing it from the leaps that characterized Theme D. Example 49 shows the 

digression of a developmental idea which features the half-step motive, but in an 

imitative texture. Theme E dissolves into a developmental episode from mm. 129-133.  
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Example 48. Goolkasian Rahbee, Ballade no. 1, op. 111, Theme E, mm. 107-108.  

 

Example 49. Goolkasian Rahbee, Ballade no. 1, op. 111, Digression in Theme E, mm. 

127-128. 

 

 The First Ballade is a dramatic journey based on contrasting themes that explore a 

variety of emotions. The sectional formal structure of the work allows one to appreciate 

the composer’s marked contrasts between each theme through the elements of melody, 

harmony, rhythm, and texture. This combination of characteristics makes the First 

Ballade a deeply expressive work for solo piano.  
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Ballade no. 2, op. 129, “Flashbacks of the World Trade Center Disaster September 11, 

2001” 

  

The Rivers Music School commissioned Rahbee to write the Second Ballade for 

the Twenty-Fifth Anniversary of the Contemporary Music Seminar in April of 2003. 

Pianist Nick Andrews gave the world premiere of the work on April 13, 2003, at the 

seminar in Weston, Massachusetts. The composer completed the piece in November of 

2002. The Second Ballade, according to Rahbee, documents the events of the tragedy on 

September 11, 2001, and provides a way for future generations of performers to 

reconnect with what happened on that day.  

 In the preface to the work, the composer outlines the events and emotions in a list 

of twelve points. The first six points describe actual real-time events and the second six 

points capture emotions expressed on that day. The composer lost one of her former 

students, Ted Hennessy, in that catastrophe. Rahbee concludes the Second Ballade with 

an insertion of her Prelude, op. 116, “In Memoriam,” as a way to remember Hennessy, 

the victims, and their families. Rahbee, in each section, uses specific musical elements to 

reflect the sentiment of events and emotions. In the score, the composer describes the 

events as “flashbacks” and “musical scenes of expression.”
23

 

 Rahbee uses elements of harmony, texture, and dynamics to convey each musical 

scene. The first section of the Ballade, ten measures in length, begins with Tuesday 

morning, September 11, 2001. The composer sets the scene of that day by including the 

                                                 

 
23

 Dianne Goolkasian Rahbee, Ballade op. 129, no. 2 (Belmont, MA: Seda 

Publications, 2002), preface. 
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mention of autumn and clean, fresh air, the clear blue sky, and the specific departure time 

of American Airlines Flight 11.
24

 The beginning opens serenely in a chorale texture with 

harmonic fifths and sixths divided between the hands (Ex. 50). In Example 51, a circle of 

fifths sequence, Alberti bass accompaniment, and sequential rising melody, reference 

common practice procedures. 

Example 50. Goolkasian Rahbee, Ballade no. 2, op. 129, m. 1-3. 

 

Example 51. Goolkasian Rahbee, Ballade no. 2, op. 129, m. 4-7. 

  

 The clarity of melody and accompaniment come to an unpredictable close 

interrupted by a large cluster chord played in the middle register of the piano. The triple 

forte dynamics of the cluster chord signify the first plane striking the north tower. In 

Example 52, the composer places an image of the seared tower beside the cluster chord in 

the score.  

Example 52. Goolkasian Rahbee, Ballade no. 2, op. 129, m. 11-14. 

                                                 

 
24

 Goolkasian Rahbee, Ballade op. 129, no. 2, 1.  
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The collapse of the second tower follows with a cluster of identical pitches but at an 

octave below the first. In both instances, the combination of long pedal markings, triple 

forte, sforzandos, and fermatas on the chords draw attention to the dissonant sonorities, 

their resonance, and sudden impact.  

 The following sections depict the collapse of each tower and people fleeing from 

the disaster. A combination of texture, sound, and rhythm recapture the image of debris 

cascading from the towers. Eighth notes in descending minor seconds juxtapose with 

descending, chromatic triplet figures. The rhythmic figures overlay triple and duple 

groupings and contribute to the random nature of falling debris. Finally as the tower gives 

way, the rhythms coalesce into triplets between the hands at the interval of a fifth apart. 

The repetition of the figures creates a rumbling sound of dissonance indicated by the 

single pedal marking (Ex. 53).  
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Example 53. Goolkasian Rahbee, Ballade no. 2, op. 129, m. 19-26. 

 

 The composer indicates the fleeing of people from the scene with the following 

text from m. 48: “People are running frantically away for their lives…their bodies 

covered in ashes!!!”
25

 This moment is expressed in the music through similar textures 

from Example 53, however, the composer uses ascending chromatic lines in both hands 

(Ex. 54). 
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 Dianne Goolkasian Rahbee, Ballade op. 129, no. 2 (Belmont, MA: Seda 

Publications, 2002), 1. 
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Example 54. Goolkasian Rahbee, Ballade no. 2, op. 129, m. 52-54. 

 

 Subsequent sections of the Second Ballade express the feelings and emotions of 

tragedy. Unlike the first half, these are no actual depictions of events, but expression of 

emotions felt on the events of September 11. The composer marks the next section using 

the words “shock” and “outrage” to describe the state of the world.
26

 Ascending minor 

seconds in sequence, found in Example 55 in mm. 69-70, are accompanied by a triad with 

a split fifth. The left-hand accompaniment functions as an ostinato in triple meter while 

the right hand expresses duple figures in octaves. Subsequent phrase segments, in four-

bar groups, duplicate the same ostinato pattern and split triad. The throbbing split fifth 

triad in the left hand supports right-hand octave duplets.  
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 Dianne Goolkasian Rahbee, Ballade op. 129, no. 2, 5. 
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Example 55. Goolkasian Rahbee, Ballade no. 2, op. 129, m. 69-72. 

 

 The concluding two sections finish the Second Ballade with an insertion of the 

prelude “In Memoriam” as a dedication to Ted Hennessey. A direct reference to “My 

Country Tis of Thee,” enveloped in pedal, follows the prelude. The composer features the 

melody of the tune without any underlying harmonies. 

Example 56. Goolkasian Rahbee, Ballade no. 2, op. 129, m. 199-200. 

  

 

Ballade no. 3, op. 161, “Mystère” 

 Like the First Ballade, the Third Ballade was written for Diane Andersen. 

According to the composer, the work expresses the “mysterious” personality of 

Andersen.
27

 The form of the work uses aspects of both ternary and rondo forms and 
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 Dianne Goolkasian Rahbee, interview with author, 20 December 2012.  



 

62 

 

draws upon a dramatic shift of varying moods in different pianistic color, rhythm, and 

register.  

 

Table 6. Rondo Form of the Third Ballade. 

Section A B A C A 

Measures 1-64 65-101 102-148 149-181 182-239 

 

 The large A section of the rondo contains two sub-sections, a and b. The 

composer indicates the opening a section to be performed “as if in a subconscious state of 

mind.”
28

 The a section, twenty two measures in length, features three fragmented musical 

gestures: a chorale texture in six voices constructed of fourths and the tritone, a quick 

sextuplet arpeggiations expressed in similar pitch classes to the chorale texture, and a 

speech-like gesture marked “quasi parlando” that contains the interval of the tritone. 

 

Table 7. Third Ballade. Segments within the A Section.  

Section  A 

Segment a  b a 

Measure 1-22 23-54 55-64 

Description Three Motives: 

  Chorale  

  Question gesture 

  Parlando passage 

fragmentation 

Cantabile 

triple meter 

homophony 

8-bar phrases 

 

Speech-like passage 

Dianne motive 

Chorale 

 

 The three gestures interact in fragments of varying lengths. Furthermore, each 

gesture has a unique sound. Long pedal markings add a hazy, blurred sound to the 
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 Dianne Goolkasian Rahbee, Ballade op. 161, no. 3 (Belmont, MA: 2002), 1 
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chorale gesture. In recent interviews, the composer described the arpeggiated gestures as 

“musical question marks.”
29

 The absence of pedaling and its upwards trajectory, 

distinguishes the questioning gesture and parlando gesture from the opening chorale 

gesture.  

Example 57. Goolkasian Rahbee, Ballade no. 3, op. 161, “Mystère,” Gestures. 

a. Chorale texture, m. 1. 

 

b. Ascending arpeggiation, mm. 12-13. 
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 Dianne Goolkasian Rahbee, interview with author, 20 December 2012. 
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Example 57. Goolkasian Rahbee, Ballade no. 3, op. 161, “Mystère,” Gestures. 

c. Speech-like gesture, mm. 9-10. 

 

 

Example 58. Goolkasian Rahbee, Ballade no. 3, op. 161, “Mystère,” b section, mm. 23-

24. 

 

  

The b section (mm. 23-54) of the Ballade’s opening refrain is stable, cantabile, in 

triple meter, and contains clear melodic and accompanimental textures. Long, eight-bar 

phrases are supported by harmonies that leap a third in the bass. The second, embellished 

statement uses triplet accompaniment figures and continues the descending thirds 

sequence. Speech-like and chorale textures, similar to the opening a section, complete the 

entire first rotation. 

The final A section is fragmented and features the chorale gesture. The speech-

like gesture and the questioning gestures are absent. The reprise of the b section includes 
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minor changes in texture but is mostly unchanged. The return of the a section concludes 

the work with the chorale gesture followed by the questioning gesture. The questioning 

gesture ends the piece in its descending form.  

Example 59. Goolkasian Rahbee, Ballade no. 3, op. 161, “Mystère,” Concluding 

Questioning Gesture, mm. 236-39. 

 

Contrasts in rhythm and texture mark the B section. Additionally, the layout of 

smaller sections within B parallels the formal pattern of the previous A section. Within 

the B section, one finds two contrasting ideas: c represents a dance-like section driven by 

rhythm followed by d, a recitative section in a monophonic texture marked rubato. 

Rahbee, in recent interviews, described these sections as “contradictory moods, from 

being silly to being serious.”
30

 Section c mixes meters and juxtaposes triple and duple 

rhythmic patterns between the hands. By contrast, the following d section (Ex. 61) opens 

in a recitative texture with the Dianne motive and is slower in tempo. The overlapping of 

phrases across the barline provides a sense of fluidity. 

 

 

 

                                                 
30

 Dianne Goolkasian Rahbee, interview with author, 20 December 2012. 



 

66 

 

Table 8. Third Ballade. Segments within the B Section. 

 

Section B 

Segment c d c 

Measure 65-81 82-87 88-101 

Description Rhythm Groupings: 

3+3+2+2, 3+3+2, 

2+3+2 

Dianne motive 

Monophonic 

begins w/Dianne 

motive 

arch form 

Same as mm. 65-75 

Concluding cluster 

chords of 4ths/5ths  

 

Example 60. Goolkasian Rahbee, Ballade no. 3, op. 161, “Mystère,” c section, mm. 65-

68. 

 

 Example 61. Goolkasian Rahbee, Ballade no. 3, op. 161, “Mystère,” d section, mm. 82-

83. 

 

  

The developmental C section recalls the earlier, playful dance-like c section, but 

with added fermatas. The digression of this section sounds as though one may revert back 

to the B section but the onset of florid melodic lines in sixteenth notes under long 
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sustained pedal markings make the entire section developmental. A dream-like quality is 

evident with the composer’s marking in the score, “as if in a dream state,” at m. 157. The 

second half of the C section follows with an ostinato on arpeggiations of fourth intervals. 

 

Table 9. Third Ballade. Segments within the C section. 

Section C 

Segment c e f 

Measure 149-152 153-164 165-181 

Description Same as mm.65-66, 

and 71  

playful, brief, 

marked by fermatas 

Dream-like quality 

Florid sixteenth 

notes in octatonic 

melody 

blurred sound 

ostinato in 

arpeggiated 4ths, 

RH white key 4ths 

LH black key 4ths 

 

Example 62. Goolkasian Rahbee, Ballade no. 3, op. 161, “Mystère,” e section, mm. 157-

158. 

 

  

 

The Three Ballades are outstanding examples of Rahbee’s unique approach to 

composition. Contrasts within and among sections is a hallmark of these pieces. They are 

all very episodic and yet carefully structured in the tradition of Chopin. The composer’s 

use of intervals, motives, texture, rhythm, melody, and harmony all come together to 

create a musical language that is uniquely individual. The Ballades represent an 
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emotional journey evidenced in the composer’s detailed tempo and performance 

indications. Each work demands a deep commitment from the performer who must 

express those feelings through the music. 
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Chapter V  

The Sonatas  

 

Dianne Rahbee composed five sonatas for piano solo between 1986 and 2009. 

The sonatas, like many of the preludes, are written for close friends of the composer. 

Angel Ramón Rivera commissioned the First Sonata from the composer in 1986. Jennifer 

Ruland gave the world premiere of the work at the Rivers Music School Contemporary 

Seminar in April of that year.
31

 Two years later in 1988, Rahbee composed Sonata no. 2, 

op. 31, and dedicated the work to longtime friend and pianist Phyllis Alpert Lehrer. The 

dedicatee gave the world premiere of the Second Sonata on November 5, 1989, at 

Westminster Choir College in Princeton, New Jersey.  

In 1994, the composer produced her first CD, “Music of Dianne Goolkasian 

Rahbee,” under the Seda Productions label. The album features performances of the First 

and Second Sonatas by pianists Rebecca Raffaelli and Phyllis Alpert Lehrer. Encouraging 

reviews of the composer’s first and second sonatas followed after the release of this CD. 

Bradford Gowen described the First Sonata as the “most successful”
32

 and Simon Jenner 

described that same work as “outstanding.”
33

  Nancy Lee Harper described the Second 

                                                 

 
31

 The day of performance is unknown to the Rivers Music School and the 

composer. 

32
Bradford Gowen, “A Rahbee Sampler,” Piano & Keyboard 181 (1996): 64.  

 

33
 Simon Jenner, “Seda 333: Music of Dianne Goolkasian Rahbee,” European 

Piano Teachers Association Journal 16 (1996): 41. 
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Sonata as “accessible on both emotional and technical levels” and noted similarities to 

Kabalevsky and Ginastera.
34

   

The composer completed her Third Sonata, op. 83, subtitled “Odyssey,” in 1997. 

Like the First Sonata, Sonata no. 3 was also dedicated to Angel Ramón Rivera. Pianist 

Marc Reiser gave the world premiere of the piece on April 5, 1998, at the Rivers Music 

School in celebration of the seminar’s twentieth anniversary. The Third Sonata is the only 

single-movement sonata among the five. Five years later, Rahbee finished Sonata no. 4, 

op. 128, in 2002 and dedicated the work to close friend and pianist Diane Andersen. The 

dedicatee gave the world premiere of the Fourth Sonata on March 20, 2003, at the 

Neighborhood Music School in New Haven, Connecticut.  

In 2009, the composer received a commission from Saint Anselm College of 

Manchester, New Hampshire, supported by a grant from the National Endowment for the 

Arts, to write Sonata, no. 5, op. 185, subtitled “The Kiss of Peace.” Pianist George Lopez 

gave the world premiere of the work at the Alva de Mars Megan Chapel Art Center of 

Saint Anselm College on November 12, 2009. The work is the most expansive of the 

piano sonatas, subsuming five movements. Iain MacLellan, Chapel Arts Center director, 

thought the work was “stirring, arousing, reassuring, and comforting all at once.”
35

  

                                                 
34

 Nancy Lee Harper, “Piano Sonata No. 2, op. 31,” European Piano Teachers 

Association Journal 78 (Winter 2005). 

35
 Iain MacLellan, Manchester, New Hampshire, to Dianne Goolkasian Rahbee, 

Belmont, Massachusetts, 23 December 2009, Personal Correspondence. 
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Rahbee, like many composers, adapts music from earlier works, incorporating the 

material into entire movements, themes, or sections in many of the sonatas. The table 

below documents the borrowed qualities found throughout the sonatas. 

 

Table 10. Origins of Borrowed Material in the Sonatas for Piano. 

 Reused Material in the Sonatas for Piano 

Movement Source 

Sonata no. 1, op. 25 

With Furious Energy! – First 

and Second Themes  

 From the One Act Opera, 

"Did I Tell You What 

Happened During Our Visit to 

N.Y. Last Spring?" op. 24  

Sonata no. 2, op. 31  

Scherzando Seven Pieces, op. 18, no. 4 

“Scherzo” 

Intermezzo From Three Intermezzi, op. 21, 

no. 1 

Sonata no. 4, op. 128 
Molto energico e presto Prelude, op. 120, no. 1 

Andante Prelude, op. 120, no. 2 

Sonata no. 5, op. 185 “Kiss of 

Peace” 

Maestoso moderato Beethoven’s 5
th

 motive 

“Kiss of Peace” Chant  from 

Armenian Apostolic Church 

Karoon (Spring) Garouna – Armenian Folk 

tune 

Song of the Partridge  Gakavi Yerke – Armenian 

Folk tune 

 

Studying the five sonatas, one finds the gradual emergence of Rahbee’s unique 

voice as a composer. The five sonatas highlight the composer’s distinctive personality 

and also show pervasive characteristics of her style.  

 Rahbee’s sonatas show a preference for specific intervals and cadential 

sonorities. A closer look at intervallic content reveals commonalities among the five 

sonatas and allows one to understand Rahbee’s unique approach to melody. Rahbee does 

not follow any rules for composing melodies, the composer remarking, “I am affected by 
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the sound and not the rules that made the sounds.”
36

 These works show a predilection for 

the second, seventh, and perfect fourths and fifths. 

 Rahbee finds the minor second interval to be one of the most important and 

describes it as one of the most sensual intervals. She utilizes the descending minor second 

to express a variety of musical characters in each sonata. The First Sonata’s first and 

second themes (Ex. 63), for instance, provide stark contrast in their opening minor-

second gestures. The furious energy of the first theme contrasts with the grief and deep 

intensity of the second theme.  

Example 63. Theme Areas from Sonata no. 1, op. 25. 

a. First Theme, mm. 1-2. 

 

b. Second Theme, mm. 21-22. 

 

 

                                                 
36

 Dianne Goolkasian Rahbee, interview with author, 29 February 2012. 
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Additionally, one finds the descending minor second in the slow movement of the 

Fourth Sonata (Ex. 64) represented by the Dianne motive D - D-flat (C-sharp). The 

motive, marked “dolce,” uses the minor-second gesture and contrasts in affect from the 

second theme of the First Sonata (Ex. 63b).  

Example 64. Goolkasian Rahbee, Sonata no. 4, op. 128, Andante, mm. 1-2. 

 

 The interval of a seventh, an inversion of the second, is another important element 

in the sonatas. The composer finds consecutive motion of seventh intervals to be 

particularly beautiful. This interval, expressed vertically in the right hand, frequently 

appears in melodies marked “cantabile” throughout the sonatas. One finds consecutive 

seventh intervals in the Fourth and Fifth Sonatas (see mm. 93-94 in Ex. 65 and mm. 28-

30 in Ex. 66).  
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Example 65. Goolkasian Rahbee, Sonata no. 4, op. 128, Maestoso, mm. 91-94. 

 

Example 66. Goolkasian Rahbee, Sonata no. 5, op. 185, Maestoso moderato, Secondary 

Theme Area, mm. 27-31. 

 

Rahbee also uses, with great consistency, fourth and fifth intervals in areas of 

transition between themes. The intervals of the fourth and fifth, shown in Example 65, 

appear in the transition just before the second theme group of the Fourth Sonata. These 

intervals frequently characterize Rahbee’s transitions, sometimes serving to expand into 

wider tonal space. Also see the fourth and fifth intervals in the Second Sonata (Ex. 73). 

 

Rahbee, in addition to specific intervals, uses distinctive cadential sonorities. The 

ninth chord in Example 67 comprises this unusual sound. Rahbee explains, “It’s just part 

Transition 
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of my color scheme and the way I mix colors together. It’s abstract. It’s like having a 

palette of five colors and then I mix three of them together and then that’s not quite right 

and then I put one more color in and so on until I get what I want, the right shade.” Table 

11 shows the prevalence of ninth chords throughout the solo piano works.  

Example 67. Goolkasian Rahbee, Sonata no. 2, op. 31, mm.79-82. Cadential Chord. 

 

Table 11. Occurrences of Cadential Ninth Chords. 

Genre Title Measures 

Sonatas 

no.1, op. 25, first mvt. 

no. 2, op. 31, first mvt. 

no. 2, op. 31, third mvt. 

no. 3, op. 83                              

no. 4, op. 128, first mvt. 

no. 5, op. 185, first mvt.  

m. 97 

mm. 32, 82 

m. 33 

mm. 59, 181, 202 

mm. 57, 61 

m. 42 

Preludes 

op. 4, no. 4 

op. 4, no. 8 

op. 5, no. 1 

op. 5, no. 2 

op. 69, “Twilight”  

op. 115, no. 3 

op. 116 “In Memoriam” 

op. 140, no. 2 

m. 40 

m. 11 

m. 35 

m. 14 

mm. 9, 17, 27 

m. 18 

m. 32 

m. 60 

Miscellaneous 

Works 

Abstract op. 7, no. 1 

Abstract op. 7, no. 4 

Intermezzo, op. 21, no. 2 

Nocturne, op. 32, no. 1 

m. 12 

m. 8 

m. 8 

m. 53 
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Rahbee explores a wide palette of textures in her piano sonatas. The composer 

articulates formal sections through the manipulation of texture and ostinato. The last 

movement of the Fourth Sonata (Ex. 68) uses ostinato patterns. The left-hand ostinato 

pattern at m. 14 accompanies a rhythmically driven ascending melody. A transition 

section opens in m. 18, and one finds a dovetailing of the texture with the melody now in 

the left hand accompanied by a right-hand ostinato pattern. One sees similar procedures 

for texture and ostinato in Sonatas 2, and 3 (Ex. 69). The composer utilizes a combination 

of texture and ostinato in the last movement of the First Sonata. Ostinato clusters in 

additive rhythms at m. 58 break free to homophonic textures in m. 59 (Ex. 69a).  

 

Example 68. Goolkasian Rahbee, Sonata no. 4, op. 128, Ruvido, mm. 14-21. 

 

 

 

 

 

 

 

octatonic scale 

LH ostinato RH ostinato 
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Example 69. Ostinato Patterns from Selected Sonatas. 

a. Sonata no. 1, op. 25, Toccata, mm. 58-59. 

   
 

b. Sonata no. 2, op. 31, Toccata, mm. 19-20. 

 

c. Sonata no. 3, op. 83, “Odyssey,” mm. 144-147. 
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Rahbee also frequently employs widely-spaced accompanimental textures. The 

slow movement of the Fourth Sonata, shown in Example 70, utilizes the minor second in 

the right-hand melody, supported by accompanimental patterns composed of widely-

spaced intervals. One also finds widely-spaced textures in the secondary themes of all 

five sonatas. Example 71 illustrates the registral span at the beginning of each secondary 

theme.  

Example 70. Goolkasian Rahbee, Sonata no. 4, op. 128, Andante, mm. 3-5. 

 

 

Example 71. Registral Span in Secondary Themes of all Five Sonatas.  
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One also finds contrapuntal textures in many of the sonatas. The texture of the 

Second Sonata (Ex. 72) appears to be homophonic but there is linear direction to both the 

right- and left-hand parts. Both hands use the minor second and its inversion but at 

different beats within the measure. Brackets in mm. 79-80 of Example 72 illustrates the 

deployment of the dyad D-E-flat as a minor ninth, minor second, and major seventh. One 

finds a transposition of the Dianne motive D-D-flat to D-flat-C in mm. 81-82. 

Furthermore, the voice exchange in these measures (indicated with an x) marks the 

inversion of the transposed Dianne motive: a minor ninth C-D-flat to a major seventh D-

flat-C.   

Example 72. Goolkasian Rahbee, Sonata no. 2, op. 31, Allegro maestoso, mm. 79-82. 

Contrapuntal Textures. 

 
 

Rahbee approaches harmony, like many contemporary composers, with great 

freedom. It is therefore not surprising to find a lack of key signatures in all of the sonatas. 

On asking the composer why she does not use key signatures, Rahbee replies, “I don’t 

want to be in any key. I don’t want to belong in any key. I want the freedom of going 

wherever I want, whenever I want, however I want.” And in this spirit of freedom, one 

finds a wide variety of harmonic possibilities. 
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 One distinct quality of Rahbee’s harmonic language is the use of seventh and 

sometimes ninth chords in secondary themes. In the Second Sonata, the composer 

expands quartal harmonies from the transition into more open seventh-chord harmonies 

in the second theme (Ex. 73). Just before the second theme, root movement in the bass at 

m. 16, moves downward a major seventh (shown in brackets) which eventually arrives on 

an E-flat major seventh chord in m. 17. 

Example 73. Goolkasian Rahbee, Sonata no. 2, op. 31, Allegro maestoso, mm. 15-18. 

 
 

 Rahbee also draws freely from twelve-tone techniques. The First Sonata opens 

with nine unduplicated pitch classes (Ex. 74). The following Scherzando movement 

utilizes a twelve-tone row (Ex. 75). The composer, with wit and humor, takes the first 

and second halves of the row and uses them in retrograde in mm. 10 and 12 (Ex. 76). 

Also note the symmetry of in mm. 10-11 and 12-13. These two movements are the only 

instances of twelve-tone procedures among the sonatas. 

 

 

 

 

 

Transition 
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Example 74. Goolkasian Rahbee, Sonata no. 1, op. 25, First Movement, mm. 1-2.  

 

Example 75. Goolkasian Rahbee, Sonata no. 1, op. 25, Scherzando, mm. 1-3. A Section. 

 

Example 76. Goolkasian Rahbee, Sonata no. 1, op. 25, Scherzando, mm. 10-13. A 

Section. 

 

 

Rhythm is an integral component in the five sonatas. Many of these works show a 

predilection, for instance, for changing meters, as in the scherzo movement from the First 

Sonata (Ex. 77a). Changing meters also appear in scherzo movements from the Second 

P0 

R0 

P0 
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and Fifth Sonatas. In our interviews, Rahbee expressed her preference for these more 

abstract meters, remarking, “I would love to be able to write absolute freedom and have a 

huge piece of paper that went all the way around the room and have no bar lines and just 

feel a continuity of things happening with no particular prescription for anything. So I try 

in my own way to put it [music] that way with bar lines.”  

One senses this continuity through the repetition of selected rhythmic motives 

within each movement. The layout of each scherzo in the following three examples 

unfolds a series of small rhythmic motives. The Scherzando movement from the First 

Sonata (Ex. 77a) utilizes the first three notes as a rhythmic gesture to create cohesion in 

the opening section.  

Example 77a. Goolkasian Rahbee, Sonata no. 1, op.25, Scherzando, mm. 1-6. Rhythmic 

Motives. 

 

 

 

 

 

 

 

 

 



 

83 

 

 

Example 77b. Goolkasian Rahbee, Sonata no. 2, op. 31, Scherzo, mm. 1-4. 

  

 

Example 77c. Goolkasian Rahbee, Sonata  no. 5, op. 185, Scherzo, mm. 1-4. 

 

  

The movement organization of Sonatas 1, 2, and 4 are congruent with traditional 

sonata cycles – four movements. The first movements of these are in dialogue with 

sonata form. The Finales tend toward rondo and remaining movements are in ternary 

form. One finds the same organization of movements in the Second and Third Sonatas of 

Chopin. And Rahbee identifies herself most with the composers of the Romantic era, 

citing her appreciation of the works of Schumann, Brahms, and Chopin. 

The Third and Fifth Sonatas deviate from this model. The Third Sonata is only in 

one movement and unfolds, according to the composer, like a fantasy. The Fifth Sonata 
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shares a similar layout of its first three movements with the First, Second, and Fourth 

Sonatas, but appends a final fifth movement. 

Table 12. Movement Structure of the Five Sonatas. 

 

 Progression of Movement Types 

First 

Sonata  

With furious 

energy!  

Scherzando 

(with rhythmic 

precision)  

As if asking a 

question…  

Toccata   

Second 

Sonata 

Allegro 

maestoso  

Scherzando  Intermezzo  Allegro 

energico  

 

Third 

Sonata 

With a spirit of adventure, curiosity, energy and humor  

Fourth 

Sonata 

Maestoso, with 

feelings of 

great happiness  

Molto energico 

e presto, with 

joy and 

excitement  

Andante, 

molto 

expressive e 

rubato 

Ruvido, 

molto agitato 

e marcato 

with 

boundless 

energy  

 

Fifth 

Sonata 

Maestoso 

moderato, with 

great 

emotional 

intensity  

Scherzino 

Allegretto  

“Karoon” 

(Spring) 

Adagio 

Maestoso  

 “Gakavi 

Yerke” (Song 

of the 

Partridge)  

Joyfully  

 “Why Must 

There Be War?” 

***** 

“Let There Be 

Peace”  

(  . . . _ )  

 

 The elements associated with the exposition such as primary theme (P), transition 

(TR), and secondary theme (S) all appear throughout the five sonatas. The contrast in 

character between theme groups in the sonatas has remarkably clear intentions. The 

rhetoric aligns with the characteristics one expects from theme groups in the Classical 

and Romantic periods: rhythmic, motivic and energetic first themes contrasting with 

longer, lyrical second themes. The First Sonata illustrates the contrast in thematic areas. 
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Frequently, the composer indicates a more relaxed tempo in second theme areas with the 

marking “meno mosso.” Note values are also lengthened in second theme areas. Many of 

Rahbee’s sonatas contain a longer second theme. Sometimes the second theme areas are 

four times the length of the first theme as seen in the Second and Fourth Sonatas shown 

below in Table 13. 

Table 13. Length of First and Second Theme Areas in the Five Sonatas. 

 

 First Theme Second Theme 

Sonata no. 1 13 20 

Sonata no. 2 4 16 

Sonata no. 3 10 12 

Sonata no. 4 4 16 

Sonata no. 5 24 31 

 

 One can see a gradual increase in the diversity of development sections across the 

five sonatas. The first two sonatas are extraordinary because they only draw from the 

primary theme (P) group. The Third Sonata represents a departure from the norm in its 

use of developmental episodes which draw from primary (P) and secondary (S) themes 

but also interpolate new thematic material. The Fourth Sonata also is more adventurous in 

its use of material in that it introduces a new theme not heard in the exposition and closes 

the development by recalling the prelude Au revoir.  

 Rahbee’s treatment of recapitulations also shows a gradual increase in the variety 

of options. The first two sonatas feature literal repetition of the exposition for the 

recapitulation with only minor changes in texture and concluding measures. Unlike the 
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first two sonatas, the Fourth and Fifth Sonatas utilize triplet figures in the left-hand 

accompaminent in the recapitulations.   

 This overview of the five sonatas summarizes key features of Rahbee’s 

individuality. But a more thorough analysis of the first movement of Sonata no. 1 brings 

into further relief the elements of the composer’s compositional procedures. The motivic 

coherence in the first movement of Rahbee’s Sonata, no. 1, op. 25, is a striking feature 

that provides unity, organic growth, and contrast. The composer herself notes the 

economy and brevity of its motives although this is nothing ever consciously planned. 

Motives of both pitch class and rhythm provide a sense of organic growth. Motives also 

become emotionally charged entities. In sonata forms, contrast is usually marked between 

the first and second theme areas and motives often help distinguish this duality. But 

Rahbee uses motives in opposition with one another within the first theme.  

 Rahbee draws freely from serial techniques in the opening measures by beginning 

with two distinct physical gestures that utilize nine unduplicated pitches. Example 78 

represents the first statement of the primary (P) theme. Rhythmic motive x holds together 

the P theme. The first five pitches in unison between the hands form the pitch class set 

(01245). There are three half steps in (01245). In Example 78, the tones F and E are 

expressed as a major seventh. Another x motive, shown in the second musical gesture 

between the parts in Example 78, balances and unifies the two opening statements. Table 

14 shows the division of four statements in the P theme area.  
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Example 78. Goolkasian Rahbee, Sonata no. 1, op. 25, mm. 1-2. 

 

 

 

Table 14. Time line of the P Theme in Sonata no. 1, First Movement. 

A1    
Motive x  

Unison, mf 

(01245)  

 

Contrary motion, f 

Aug. triads   
1 2   

 

A2 

   

Motive x expanded  

Unison, mp 

(0124), (0134) 

 

Doubled octaves, ff 

(0134) 

 

Doubled octaves, ff 

(0134) 

 

voice crossing, ff 

(0134) 

3 4 5 6 

 

A3 

   

syncopated rhythm 

Unison, p 

(0145), (0134) 

syncopated rhythm 

Unison, p 

(0134) 

compound duple 

imitative, mf 

(014) fragment 

 

7 8 9  

 

A4 

   

Motive x expanded 

septuple 

canonic, divergence, mf 

(0145) 

 

quadruple 

Doubled octaves, ff 

(0134) 

 

 

Doubled octaves, ff 

(0134) 

 

Doubled octaves ff - sfz 

voice crossing 

(0134), (0134) 

10 11 12 13-14 

 

(01245) 

x 

x 

P0 
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Marked similarities exist in the opening five-note gesture from the First Sonata 

and an earlier work by the composer, Soliloquies, op. 17, no. 2. The latter comes from a 

set of seven pieces completed in 1983 and not yet published by the FJH Music Company. 

The Second Soliloquy was written for Angel Ramón Rivera, the dedicatee of the First 

Sonata. In Example 79, the composer provides additional performance indications with 

asterisks. The single asterisk after parlando contains the following indication at the 

bottom of the score: “Talking out loud to one’s self. Tempo and dynamics will vary with 

each performance.”
37

 The double asterisk after the “et cetera” requires the performer to 

“continue the left hand one octave lower through the entire piece.”
38

 .  

In this piece, one finds similarities in octave textures, rhythmic motives, and pitch 

classes to the First Sonata. Secondly, one finds an expansion of the rhythmic motive x 

from the outset of the work (Ex. 79). Additionally, both works contain similar ending 

pitch classes. The ending gesture in the Second Soliloquy, just before the first fermata, 

utilizes the set (0134). The First Sonata uses the same set class from m. 4 through the first 

half of m. 6 (see Table 14 and Ex. 80). 

In the First Sonata, one finds at the surface level, marked opposition in texture 

and dynamics exists within the two opening statements (Ex. 80). A two-voice texture in 

parallel motion is marked “mezzo forte” and follows a stronger four-voice texture in 

contrary motion marked “forte.” The opposition in texture and dynamics proceeds in a 

dialogue between the set classes as seen in Example 80. Furthermore, Example 80 shows 

how the initial motive of (01245) organically fragments into subset (0134). 

                                                 
37

 Dianne Goolkasian Rahbee, Soliloquies, op. 17, no. 2 (Belmont: MA), 2. 

38
 Ibid. 
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Example 79. Goolkasian Rahbee, Soliloquies op. 17, no. 2, opening gesture. 

 

  

 

Example 80. Goolkasian Rahbee, Sonata no. 1, op. 25, First Movement, mm. 1-6. 

 

  

(0134) 

(01245) 

(0134) 

x 
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The unfolding of each motivic fragment emerges as a rhetorical comment on the 

preceding motive marked by contrasts in texture, dynamics, and register. In Example 80, 

the consistency between altering two- and four-voice textures combined with contrasted 

dynamics creates opposition within the first theme. One of the most jarring dissonances 

in the piece occurs at the appearance of set (0134). The major seventh intervals formed 

between the hands in set (0134) clash against the preceding unison texture. Measures four 

through six highlight set (0134) in three separate registers and prolonged by voice 

exchange.   

 The unrelenting dissonance of (0134) concludes the first theme area and elides 

with the transition marked with a sforzando on the first appearance of a harmonic major 

third. The interval of the third provides a consonant transition that expands to fifth 

intervals in set (0156). The increase in momentum is mostly felt through the rhythm 

projected by the rapid succession of interlocking figurations between the hands. The x 

motive from the opening theme in Example 78 is expanded in diminution, as shown in 

Example 81. Two upward interlocking gestures of (0156) and (0167) are balanced 

texturally with a descending register between the two sets. A pedal on D concludes the 

transition, while melody notes D-flat and C foreshadow the beginning melody notes of 

the second theme area.  
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Example 81. Goolkasian Rahbee, Sonata no. 1, op. 25, First Movement, m. 18. 

 

 Set class and texture identify the second theme area shown in Example 82. Most 

obvious is the composer’s use of (01245), the same pitch class set from the primary 

theme. What began as a separate rhetorical comment of (0134) in the primary theme is 

now fragmented as a subset (013). The tenor voice (013) intertwines with the melody 

(01245) in a linear fashion providing stark contrast to previous, more angular and furious 

outbursts from measure four. The singing quality desired at the opening recalls Rahbee’s 

own use of the same melody in a vocal number entitled “Song of Grief” from her one-act 

opera written in 1985 entitled “Did I Tell You What Happened During Our Visit to New 

York Last Spring?”
39

  

                                                 
39

 Dianne Goolkasian Rahbee, “Complete Listing of Works by Opus Number with 

Selected First Performances,” Compositions, 2011, 

http://www.dgoolkasianrahbee.com/compochron.html. 

x 
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Example 82. Goolkasian Rahbee, Sonata no.1, op. 25, First Movement, mm. 21-24.

 

But the feeling of grief was a direct emotion felt by the composer upon speaking with her 

aunt, who was dying from a brain tumor.
40

 Varied restatements of the four-bar theme 

follow in mm. 25, 33, and 37.  

The development draws from motives found in the third phrase of the first theme 

area (see A3 in Table 14). The primary motive from the exposition is placed in a 

contrapuntal texture in the development. Presented in a two-voice texture, (01245) is in 

imitation between the hands (Ex. 83). Dynamics direct the listener to the theme presented 

a fourth above the initial statement. Set (01245) unfolds through several transpositions at 

a minor second, minor seventh, and minor sixth from the original theme. A fiery 

concluding statement exploits low and high registers and finishes the development. 

 

 

                                                 
40

 Dianne Goolkasian Rahbee, interview with author, 2 October 2011. 

 

(013) 

(01245) 
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Example 83. Goolkasian Rahbee, Sonata no. 1, op. 25, First Movement, mm. 41-43. 

 

  

In a traditional sonata form, one expects tonal conflict in harmony and texture 

presented in the exposition to be resolved in the recapitulation. Second theme areas 

initially in the dominant key are traditionally placed in the tonic in the recapitulation. 

Rahbee’s recapitulation in m. 57, on the other hand, is a literal repeat of the exposition 

with the following exceptions: the addition of C sharp in the melody at m. 58, change in 

dynamics from the opening first theme, doubling of the melody in octaves from mm. 94-

96, and an ending gesture in the last two measures. The feelings of anger and grief from 

the exposition reemerge in the recapitulation and unwind out of desperation on a 

concluding C minor triad.  

Rahbee, like many contemporary composers, references music of the past in a 

creative way. Post-tonal composers view sonata form as a well-thought-out model and 

historical entity.
41

 And many twentieth-century composers, including Bartók and 

Stravinsky, maintain the core elements of sonata form while challenging its 

                                                 
41

 Joseph Straus, Remaking the Past: Musical Modernism and the Influence of the 

Tonal Tradition (Cambridge, MA: Harvard University Press, 1990), 98. 

(01245) 

(01245) 
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construction.
42

 But it is the subtleties by which post-tonal composers comment on earlier 

formal conventions that create a new perspective on the sonata. Rahbee, in recent 

interviews, cited Ginastera’s Sonata no. 1 as an influence on her First Sonata.
43

 Further 

analytical comparisons reveal how Rahbee responds to Ginastera’s Sonata no. 1 by 

observing his reuse of thematic material, juxtapositions of texture, and motivic pitch class 

sets. 

 Ginastera recasts thematic material from his primary theme (shown in Ex. 84) and 

uses the outline of the melody in the second theme area (Ex. 85). Rahbee, like Ginastera, 

also uses the same thematic material for both themes (see Ex. 78 and Ex. 82). However, 

set class (01245) is invariant in her two themes.  

Example 84. Ginastera, Sonata no. 1, Allegro marcato, mm. 9-11. 

 

Example 85. Ginastera, Sonata no. 1, Allegro marcato, mm. 52-55. 

 

  

                                                 
42

 Straus, 98. 

43
 Dianne Goolkasian Rahbee, interview with author, 18 September 2011. 
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In addition to thematic material, Rahbee also responds to Ginastera’s sonata 

through the similar juxtapositions of tonal space. In Example 86, the harmonic major 

thirds in a high register are placed in conflict with melodic minor thirds in a low 

register.
44

 The same inner conflict rings true in Rahbee’s sonata. However, in Example 

80, she deviates from Ginastera’s ordering of alternating high and low range. Rahbee also 

increases the tonal space beginning with an octave unison in the opening measure 

followed by an expansion of five octaves between the hands in m. 2 (shown in brackets). 

Example 86. Ginastera, Sonata no. 1, Allegro marcato, mm. 1-4. 

 

 The transition material further reveals similarities between the two compositions. 

Rahbee’s transition to the second theme most palpably resembles Ginastera’s in both 

texture and set class. A rapid succession of sixteenths placed between the hands project 

Ginastera’s set class (0127) shown in Example 87. The minor second, perfect fourth, and 

tritone are features of this set class. The transition of Rahbee’s sonata culminates with 

(0167). And set (0167) is strikingly similar to Ginastera’s (0127). Both sets share 

intervals of a tritone and perfect fourth. The overall projection of sound is very similar.   

                                                 
44

 Claudia Knafo, “Tradition and Innovation: Balances Within the Piano Sonatas 

of Alberto Ginastera,” (PhD Diss., Boston University, 1994), 30. 
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In Example 88, my own recomposition shows the close relation of sets (0127) and 

(0167). In Example 87, Ginastera utilizes the tritone in the left hand. Rahbee, however, 

opts for melodic fifths in the outer voices making it more playable. The interlocking 

gestures of both hands create forward momentum with the texture of black-key fifths in 

the left hand over white-key fifths in the right hand (Ex. 89). 

Example 87. Ginastera, Sonata no. 1, Allegro marcato, mm. 47-49. 

 

Example 88. Author’s Recomposition of Ginastera’s m. 47. 

 

Example 89. Goolkasian Rahbee, Sonata no. 1, op. 25, First Movement, m. 18.

 

  

(0127) 
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In conclusion, the piano sonatas of Dianne Goolkasian Rahbee remain largely 

undiscovered and deserve further study. An overview of all five sonatas show the 

composer’s preference for concise  melodic and rhythmic motives, intervals of the fourth, 

fifth, minor second, and major seventh, longer secondary themes, homophonic and 

contrapuntal textures, and classic sonata formal design. Aside from the Third and Fifth 

Sonatas, one finds a preference for the layout of movement types beginning with a fast 

first movement, scherzo second movement, slow third movement, and a finale movement 

in some form of rondo structure. The unifying characteristics among the five sonatas 

allow one to understand Rahbee’s compositional style.    

 Furthermore, an analysis of the first movement of the First Sonata illustrates how 

the composer utilizes both pitch class and rhythm to achieve a sense of organic growth. 

The brevity of motivic material aligns with the physical gestures, which provides 

considerable accessibility for listeners and performers. Rahbee forges her own approach 

drawing from specific intervallic content and emotionally charged thematic material. The 

composer’s own voice emerges in the First Sonata with a sound that combines serial 

techniques with tonality. Dianne Rahbee’s individual compositional style is remarkably 

creative and the raw energy of her music provides an outlet rich in emotion for 

performers and audiences. 
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Chapter VI  

The Miscellaneous Works  

 

 Dianne Rahbee has written a variety of smaller works for solo piano, including 

those compiled in two collections by the composer: Collection of Miscellaneous Works 

for the Piano and Portrait Collection. The first of these two collections contains early 

works of the composer written between 1981 and 1994. The Portrait Collection, on the 

other hand, is a selection of works written for colleagues and close friends of the 

composer from August 2008 to October 2009. The pieces in the Portrait Collection are 

longer than those of the Miscellaneous Works. Characteristics of the composer’s style 

appear the following overview of selected works from the Collection of Miscellaneous 

Works: Abstracts, op. 7, Three Intermezzi, and Nocturne, op. 32, no. 1. 

Abstracts, op. 7 

 Abstracts, according to the composer, consists of eight short pieces that express a 

variety of moods. Friend of the composer and pianist, Vivian Taylor, gave the world 

premiere of Abstracts on October 18, 1981, at the American Women Composers Concert 

held at the Museum of Our National Heritage in Lexington, MA. The opening piece, 

subtitled “Prologue (and or) Epilogue,” is intended as a frame to the entire set. The work 

is flexible in its function and may be performed as an introductory and closing piece to 

the set. Moreover, one may program a selection of Abstracts, or the entire set of pieces.  

The Prologue highlights the composer’s preference for certain harmonies and 

intervals. It uses two independent lines in a polychoral texture based on the intervals of a 

fourth and fifth. The right hand moves gradually upward while the left hand planes 
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downward on white keys that span a minor seventh. Additional notes in the score from 

the composer advise the performer to experiment with the work by playing the repeat 

differently, in the manner of Schumann’s “Eusebius” or “Florestan.” 

Example 90. Goolkasian Rahbee, “Prologue (and or) Epilogue,” from Abstracts, op. 7, 

mm. 9-16.  

 

 The First Abstract, twelve measures in length, subsumes three four-bar phrases 

that form an ABA design. The work, marked “largo, very expressively, rubato,” opens 

languidly with a funereal left-hand motive similar to the descending left-hand gesture 

found in Schubert’s Sonata in A Minor D. 784. This short work uses rhythmic motives to 

provide contrast among phrases. Rahbee uses the dotted quarter followed by an eighth 

note in the first and last phrases. The contrasting phrase centers on the syncopated 

rhythmic motive of an eighth, quarter, and eighth. In each phrase, minor chords tinged 

with an added minor second increase the dissonance before resolving to more consonant 

seventh chord harmonies.  
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Example 91. Goolkasian Rahbee, Abstracts, op. 7, no. 1, mm. 1-4.  

 

Example 92. Schubert, Sonata in A Minor, D. 784, Allegro giusto, mm. 9-12. 

 

 

The Second Abstract, like the first, is in ternary form but with longer, eight-bar 

phrases. The work utilizes changes in texture to create contrast between large sections. 

The left-hand melody in the A section, as shown in Example 93, features wide intervallic 

leaps of a seventh accompanied by right-hand seventh chords on off-beats. Additionally, 

one finds inner melodic lines in the bottom voice of the right hand in mm. 5-6.  

Example 93. Goolkasian Rahbee, Abstracts, op. 7, no. 2, mm. 1-6.  
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The melody in the B section at m. 17 grows out of the right-hand accompanimental 

pattern and provides textural contrast to the A section.  

Example 94. Goolkasian Rahbee, Abstracts, op. 7, no. 2, mm. 15-22.  

 

The concept of rubato and rhythmic elasticity characterizes the Third Abstract. 

The composer adds the following in the score: “Pensively (tenuto) very expressive. The 

rhythmic pulse should be elastic. Molto rubato.”
45

 The expressive markings are implicit 

in the texture of the right hand with its large intervallic distances that span intervals of a 

fifth, seventh, and octave. Additionally, the composer varies the number of beats in each 

measure through an alternation of meters. The left hand is rhythmically static and 

provides a basis for rhythmic freedom in the right hand. 

 

Example 95. Goolkasian Rahbee, Abstracts, op. 7, no. 3, mm. 1-4. 

 

                                                 

 
45

 Dianne Goolkasian Rahbee, Collection of Miscellaneous Works for the Piano 

(Belmont, MA: Seda Publications), 4. 

B Section 
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Rahbee creates an impressionist feel in the Fourth Abstract with her extended 

pedal markings. Intervals of the fifth in both right- and left-hand registers appear a half 

step apart in pitch and blur together with the tritone in one single pedal in the opening 

measure. Inner melodic lines are also characteristic of the work. Fragments of descending 

melodies (shown in brackets) appear in different melodic planes (Ex. 96). Below the 

score, the composer indicates the preference for variety upon the repeat of the work. The 

composer remarks, “With each repeat, bring out different points of interest.”
46

  

Example 96. Goolkasian Rahbee, Abstracts, op. 7, no. 4, mm. 1-4. 

 

Example 97. Goolkasian Rahbee, Abstracts, op. 7, no. 4, mm. 5-7. Rhythmic Motives.  

 

 

Moreover, the piece maintains its cohesive design through the arrangement of 

rhythmic motives. The composer uses rhythmic motives and their retrograde form for 

                                                 
46

 Rahbee, Collection of Miscellaneous Works, 4. 
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contrast. The left-hand rhythm of m. 4 is in its retrograde form at m. 7. Additionally, one 

finds the rhythmic motive of an eighth-quarter-eighth in mm. 2, 4, 6, and 7.     

Transparent and imitative textures characterize the Fifth Abstract. The piece is 

marked “moderato” with the following instructions from the composer: “On the Da capo, 

play the left hand first and shadow with the right hand like an echo.”
47

  The majority of 

the piece is monophonic featuring arpeggiated fourths, the hands an octave apart. The 

tones D and G, the initials of the composer, open the work on an upbeat. The textures of 

each phrase utilize the entire register of the piano for contrast. Each phrase begins in the 

low register and gradually ascends to its peak until a final descent at the closing. The 

composer extracts the melodies from the first and second phrases and layers the two 

melodies in an imitative texture at m. 18. Furthermore, cohesive rhythmic motives take 

on a motto quality. The upbeat motive beginning with three eighths followed by a half 

note tied to an eighth pervades the entire work.  

Example 98. Goolkasian Rahbee, Abstracts, op. 7, no. 5, mm. 1-4. 

 

 

The arpeggiation of fourth intervals continue into the texture of the Sixth 

Abstract. The work opens with white- and black-key fourths arpeggiated among the 

hands. The work is ternary in form and the absence of meter in the A section marks the 

                                                 
47

 Rahbee, Collection of Miscellaneous Works, 5. 
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contrast between the sections. Rahbee explores a variety of sound in the A section by 

overlaying quartal harmonies with triadic harmonies indicated by the fermata and tied 

notes. The composer remarks in the score, “Slowly with rubato. Take time to notice the 

color combinations of sound in the overlapping chords.”
48

 The tones in the left and right 

hand vertically highlight the intervals of a seventh, ninth, and tritone.  

 

Example 99. Goolkasian Rahbee, Abstracts, op. 7, no. 6, m. 1. 

 

Example 100. Goolkasian Rahbee, Abstracts, op. 7, no. 7, mm. 1-5.  

 

 

The Seventh Abstract, subtitled “Floating Clouds,” is like the previous two works 

in its use of arpeggiated fourths. However, the composer separates the arpeggiations from 

a soaring melody played with the left and right hands. By contrast, the B section opens in 

the low register of the piano and maintains arpeggiated fourths in the accompaniment.   

 

                                                 
48

 Rahbee, Collection of Miscellaneous Works, 6. 



 

105 

 

 

Three Intermezzi 

 Rahbee compiles the Three Intermezzi from two separate opera, beginning with 

one work from op. 18 followed by two more from op. 21.  Robert Smith described Three 

Intermezzi as “ingratiating works characterized by an approachable harmonic idiom, 

comprehensible form, and clear cadence structure.”
49

 Pianist Vivian Taylor gave the 

world premiere of Three Intermezzi on October 18, 1981, on the same concert that she 

presented the premiere of Abstracts. The First Intermezzo in the set, op. 18, no. 3, was 

written for Vivian Taylor. The composer, in the table of contents, describes the quality of 

the work as abstract, calling for implicit choreographic gestures from the pianist.
50

  

Choreographic gestures in the first measure require the pianist to bring the left 

hand over the right hand. The excerpt below shows the antecedent phrase of a larger six-

measure segment (Ex 101). Widely spaced textures of the opening six measures contrast 

contrapuntal textures in the B section. At this juncture, the B section gains more motion 

in mm. 7-8 through a lilting descending projection of fifths passing through the tones G, 

C, F, and B-flat in the bass. Furthermore, the passage highlights the interplay of broken 

seventh intervals between the hands (Ex. 102).  

 

 

 

                                                 
49

 Robert Smith, “Three Intermezzi Op. 18, No. 3; Op. 21, Nos. 1 and 2,” 

American Music Teacher 37/1 (1987): 37. 

50
 Rahbee, Collection of Miscellaneous Works, table of contents. 
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Example 101. Goolkasian Rahbee, Intermezzo, op. 18, no. 3, mm. 1-3. 

 

Example 102. Goolkasian Rahbee, Intermezzo, op. 18, no. 3, mm. 7-8. B Section. 

 

Intermezzo, op. 21, no. 1, the second in the set, was written for pianist and 

colleague Lenore Engdahl. The piece became the basis for the slow movement of the 

Second Sonata. The intermezzo features some of the largest melodic leaps in the 

composer’s solo piano music. Wide intervallic leaps, undulating triplet figures, and inner 

melodic lines are characteristic of the entire piece. Almost every measure, with the 

exception of the first introductory bar, contains harmonic and melodic intervals of a ninth 

(Ex 103).  
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Example 103. Goolkasian Rahbee, Intermezzo, op. 21, no. 1, mm. 5-6. 

 

In m. 5, figures in triplets emphasize the intervals of a fifth and tritone and 

accompany ninth intervals expressed in duple rhythms. The composer nests a middle 

voice that highlights descending two-note gestures expressed in the alto register of the 

texture. Additional repetitions of the inner voice shown in m. 5, appear in mm. 7, 15, and 

17.    

Intermezzo, op. 21, no. 2, was written for Rahbee’s friend, pianist Alice Canaday. 

Like the second intermezzo, one also finds melodic lines in the middle of the texture. 

Melodic lines appear in the middle of the texture shared by the thumbs of both hands (Ex. 

104). One finds a continuation of this middle voice nested within a melodic and harmonic 

sequence. In Example 105, the middle voice is shown in accents between the hands. The 

bass descends by third and the right-hand melodic gesture descends by a fifth. The 

composer, in a note to the performer, describes the sound quality as impressionistic and 

calls for sensitivity and transparency as found in a delicate china tea cup.
51

  

 

 

 

                                                 
51

 Rahbee, Collection of Miscellaneous Works, 14. 
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Example 104. Goolkasian Rahbee, Intermezzo, op. 21, no. 2, mm. 5-8. 

 

Example 105. Goolkasian Rahbee, Intermezzo, op. 21, no. 2, m. 11. 

 

 

Nocturne, op. 32, no. 1 

 Rahbee received a commission for the Nocturne from former Juilliard classmate 

Alice Wilkinson. The dedicatee gave the world premiere on February 5, 1990, in 

Pickman Hall at the Longy School of Music in Cambridge. The composer wrote the work 

in homage to Chopin and completed it in August of 1989. Ten years later, Wilma 

Machover featured the piece in the 1999 spring publication of Piano & Keyboard. 

Machover describes the Nocturne as “a true synthesis of romantic and contemporary 

styles.”
52

 One finds, from the opening, a rolling bass pattern reminiscent to textures found 

                                                 
52

 Wilma Machover, “A New Nocturne,” Piano & Keyboard (March 1999), 44. 
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in the nocturnes of Chopin. In the excerpt below, the left hand creates melodic figures 

comprised of fifths, sevenths, and seconds.  

 

Example 106. Goolkasian Rahbee, Nocturne, op. 32, no.1, mm. 1-5. 

 

 The initial interval is a perfect fifth D to A and the entire gesture encompasses the 

span of a fifth. At the end of the accompaniment figure, the A appears so that the lead-in 

to the next segment is also a perfect fifth.  Two distinct characteristics emerge from the 

accompanimental gesture: a pedal tone and a stepwise inner melodic line in the tenor 

voice. The tenor line notes of G-A-G in the opening measure serve as a secondary 

melody to the main melodic line in the right hand.  

The Nocturne, in homage to Chopin, attempts to capture the subtleties of the 

Polish composer through texture and melodic contour. The arpeggiated figures in the left 

hand, an integral feature of the Romantic nocturne style, share textural similarities to 

Chopin, most notably Nocturne, op. 37, no. 2. Like Chopin, Rahbee, in Example 106, 

uses the interval of the fifth and the broader contour of the left-hand figure as seen in the 

excerpt from Chopin. Furthermore, the stepwise motion in the tenor voice of Rahbee’s 

work is similarly found in the Chopin excerpt (Ex. 107).  

 

 

span of a fifth 
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Example 107. Chopin. Nocturne, op. 37, no. 2, mm. 1-3. 

 

 

The composer also unfolds her melodic lines in similar fashion to Chopin. In the 

excerpt below, the composer evokes the melismatic passages frequently found in the 

works of Chopin. The contour of the melody shares similarities in direction to the third 

measure of the Chopin example above. The up and downward turn of the melodic line 

progresses similarly to the excerpt of Chopin.  

Example 108. Goolkasian Rahbee, Nocturne, op. 32, no.1, mm. 13-14. 

 

 Contemporary characteristics in the Nocturne appear in the opening melody. The 

melody, marked “forte” and “cantabile,” enters midway through the first measure and is 

constructed from a twelve-tone row. All twelve pitch classes appear in the first three 

measures of the work. According to Machover, the consequent phrase begins at the 

span of a fifth 
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punctuation of the sforzando tied over between measures four and five.
53

 The P8 level of 

the row begins in the last two eighth notes in m. 6. The material after the statement of 

antecedent and consequent phrases does not maintain its cycle of all twelve pitches. 

Instead, melodic motives develop and characterize new sections within the work.  

 

Example 109. Goolkasian Rahbee, Nocturne, op. 32, no.1, Tone Row. 

 

 

Example 110. Goolkasian Rahbee, Nocturne, op. 32, no.1, mm. 1-8. A Section. 

 

 

                                                 
53

 Machover, 45. 

P8 

P0 
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The formal structure centers on rotations of the main theme. Pedal tones, 

fragmentation, harmonic motion by a third, and saturation of texture mark the contrasting 

sections. The outline of the formal sections is A – B – C – A – B – A
1
.  

 

Table 15. Time line of Nocturne, op. 32, no. 1. 

Section A B C A B A
1
 

Measures m.1-8 m.9-19 m. 20-28 m. 29-36 m. 37-49 m. 50-55 

Row P0, P8 P1, P5 fragmentation P0, P8 P1, P5 P0 

Pedal Tones D, B♭ E♭, G B♭, F#, D, B, G, B♭ D, B♭ E♭, G D 

 

The A section is the main melody, which includes both antecedent and 

consequent phrases (Ex. 110). The B sections provide contrast to the A theme through a 

series of fragmented melodic motives (B-flat – D – C# - B) supported by a change of bass 

to E-flat (Ex. 111). 

Example 111. Goolkasian Rahbee, Nocturne, op. 32, no.1, mm. 9-10. 

  

Changes in harmonic motion by third and saturation of the texture lead to the 

climatic high point of the work in mm. 20-28 of the C section. In Example 112, sixteenth 

notes in the accompaniment fill out the texture and delineate the section. Additionally, 

harmonic motion in the bass line by third creates a sense of instability before the return of 
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the main theme. The excerpt below features the following descending third bass line: F-

sharp – D – B – G – B-flat.  

Example 112. Goolkasian Rahbee, Nocturne, op. 32, no.1, mm. 22-24. 

 

 The A and B sections return with minor alterations in the melody. The final A
1 

section opens with the antecedent phrase and cadences on a D Major ninth chord 

supported by a low D pedal.  

Example 113. Goolkasian Rahbee, Nocturne, op. 32, no.1, mm. 53-55. 

 

 The Collection of Miscellaneous Works contains a wide range of pieces. The 

Abstracts, Three Intermezzi, and the Nocturne all provide a sample of the composer’s 

lesser known works. A descriptive analysis of these works provides a window into 

Rahbee’s musical language.  
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Chapter VII  

The Phantasie Variations 

 The Phantasie Variations is an intriguing work for solo piano. It warrants an in-

depth theoretical analysis in part because it is the first major work for solo piano written 

by Rahbee.  In 1980, Phyllis Alpert Lehrer commissioned Rahbee to write the Phantasie 

Variations to be later included on a program of fantasies and toccatas in the former’s 

debut recital at Merkin Hall. After completing the work, the composer sought someone to 

look over her shoulder. Upon a referral from Donald Martino, the composer took two 

lessons with John Heiss, faculty member at the New England Conservatory.  

On April 4, 1982, Lehrer gave the world premiere of the Phantasie Variations 

alongside fantasies and toccatas by Bach, Chopin, Schumann, Mennin, and Jolles.
54

 

Bernard Holland’s review of the piece in the New York Times was favorable.
55

 Five years 

later, Robert Smith made the following remarks on the Phantasie Variations: “One is 

easily reminded of the big gesture and efficiency of the Copland Variations, but the 

work’s appeal is that it is of a warmer, less ‘epic’ nature than the Copland.”
56

 

 Phantasie Variations utilizes two twelve-tone rows that define key structural 

points throughout the piece. Rahbee draws upon two tone rows and a variety of row 

                                                 
54

 New York Times, 28 March 1982, D24. 

55
 Bernard, Holland, “Phyllis Alpert Lehrer, Old and New on Piano,” The New 

York Times, 11 April 1982, 46; see also p. 7. 

56
 Robert Smith, “Phantasie Variations for the Piano, Op. 12,” American Music 

Teacher 37/1 (1987): 37. 
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forms in a way that provides clarity between sections and fluidity within each section.  

Rows 1 and 2 share unusual similarities to one another in content and function. Both rows 

share the first two pitches C and C-sharp. Moreover, pitches seven through ten in each 

row are both members of set class (0236).  

The function of the first three pitches of each row serve as accompaniment to 

Rahbee’s melodic lines – those of Row 1 are arranged as a chordal accompaniment 

pattern and those of Row 2 as an ostinato. The chordal accompaniment opens the 

Andante at m. 3 and the ostinato opens the più mosso in m. 13 (See the time line of the 

movement in Table 16).  

Example 114. Goolkasian Rahbee, Phantasie Variations op. 12, Tone Rows. 

 

 The six sections of the work are articulated by either Row 1 or Row 2 (Table 16). 

In the table below, one finds an outline of each row to its corresponding section. The Più 

mosso uses Row 2 and is the focal point of conflict between pitches E and E-flat. The 

Coda sums up the piece by using both tone rows.  

 

 

 

 

 

 

(013) 

(012) 

(0236) 

(0236) 
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Table 16. Time line of Phantasie Variations, op. 12. 

(Introduction) Andante Più mosso 

Allegro 

molto  a piacere Coda 
m.1-2 m.3-12 m. 13-37 m. 38-57 m. 58-63 m. 64-81 

Row 1 Row 1 Row 2 Row 1 Row 1 Rows 1, 2 

pp mp mf mp pp p 

R0/P0,P7,P2, P5, 
P0/R0 

P10, P5, P0, 

P7 P0, P6, P10, P0 P0 

R0/P0, P10, 

P5 

Row 1: P0 

Row 2: 

fragmented 

free, 

unmeasured 

strict, 

contrapuntal ostinato, waltz gestural 

unmeasured, 

contrapuntal 

chorale, 

syncopation 

unstable stable unstable unstable stable stable 

E  E♭ E  E♭    E 

 

In addition to tone rows, one finds a pattern among initial dynamic indications. A 

snapshot of dynamic levels at the beginning of each section forms an arch-like design 

(excluding the coda) with the lowest dynamic level of pianissimo in the introduction and 

the highest level at mezzo forte in the Più mosso (Table 16). The arch design of dynamics 

adds a level of contrast aside from row choice among the sections. The composer’s 

choice of dynamics and tone row two at the Più mosso reflect the climax of the piece in 

m. 37. 

Within each individual section, the composer creates fluidity by drawing from 

different forms of the row. The introduction shows the composer’s free use of Row 1. 

Table 17 diagrams the progression of row forms and their starting pitches. Rahbee’s 

choice of rows in the introduction likely reflect her fondness for perfect fifths. Starting 

with P5, the prime forms of the remaining rows may be obtained by transposition by 

seven semitones (see Table 16). Four forms of the row, P5, P0, P7, and P2, contain starting 

pitches a fifth apart: F – C – G – D. While the selected row forms suggest an underlying 

perfect fifth relationship, further observation reveals a sequence defined by melodic 

gesture in the right hand (Ex. 115). Rahbee connects the sequential units in an ingenious 
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way. The sequential unit is comprised of eight pitch classes, excluding the initial grace 

note. Each sequential unit begins on the fourth pitch of its row because the first three 

pitches of P0 sound as a trichord. In subsequent sequential units, the twelfth pitch of the 

preceding row (circled in the example) becomes the fourth pitch of the following row – 

that is, the fourth pitch of P7 is E, and the fourth pitch of P2 is B. The overlapping brackets 

in the example illustrate this connection.  

 

Table 17. Phantasie Variations, op. 12, Introduction. 

 

Row 1 R0 P0 P0 P7 P2 R2 P5 P0 R0 

Starting 

Pitch 

E C C G D F# F C E 

 

Example 115. Goolkasian Rahbee, Phantasie Variations op. 12, m. 2. Right-Hand 

Melodic Gesture.  

 

 

In the Allegro molto, one also finds free uses of Row 1. However, instead of 

creating fluidity by linking row forms together as in the ametrical introduction, the 

composer fragments the row into short, motivic segments defined by physical gesture and 

P0 
P7 P2 
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rhythm. The rhythmic motives, their groupings and physical gestures, provide a 

framework for understanding the composer’s free use of Row 1. The opening measure, 

marked “agitato,” maintains an octave texture and begins with the dyad of C and C-sharp. 

The two pitches found at the beginning of Rows 1 and 2 alternate between the hands and 

create a sense of momentary uncertainty in terms of which row will be used for the 

section. The composer utilizes the first five pitches in P0 from Row 1: C - C# - B-flat – A 

– F#. appear in mm. 38-45. Set (01347) in mm. 39 and 43 fragments to two subsets of 

(013) in mm. 41 and 45 (Ex. 116).    

 

Example 116. Goolkasian Rahbee, Phantasie Variations op. 12, mm. 38-45. 

 

 

 

 

 

 

(013) (013) 

(013) (013) 

(01347) 

(01347) 

(0137) 
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Example 117. Goolkasian Rahbee, Phantasie Variations op. 12, mm. 38-39. 

 

  

The beat groupings map onto the physical gestures and correlate in a unique way. 

The composer uses mixed meters to accommodate further divisions of duple and triple 

groupings. In Example 117, the duple rhythmic groupings alternate between hands 

beginning with the left followed by the right. In Example 118 that highlights mm. 42-43, 

the composer inverts the ascending physical gesture from m. 38 (shown in Ex. 117) and 

begins with the right hand followed by the left hand. A comparison of m. 43 with m. 39 

reveals a retrograde of rhythmic groupings. 

 

Example 118. Goolkasian Rahbee, Phantasie Variations op. 12, mm. 42-43. 

 

 

ascending gesture 

inverted ascending gesture 

3 + 2 

2 + 3 

(013) 

P0 

P0 
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The composer’s strict use of the row is often contrasted by changes in textural 

spacing and rhythm. The end result is ironic because what appears as a strict form of a 

tone row actually sounds quite free and improvisatory. Strict uses of the row entail 

instances of all twelve pitches being present in a section and the application of the 

following compositional procedures: canon, imitation, inversion, and retrograde. One 

discovers more strict uses of the tone row in the opening introduction and Andante 

sections.   

The introduction, marked “a piacere,” uses Row 1 in its retrograde form and 

without barlines. Moreover, Row 1 utilizes the entire textural space of the keyboard. The 

opening, according to Rahbee, functions like a cadenza in a free flow of motion which 

allows for a variety of choreographed physical gestures.
57

 Furthermore, additional notes 

from the composer use the words “quasi cadenza” and “floating freely in space.”
58

 The 

retrograde form of Row 1 (Ex. 119), according to the composer, signifies the lapse into a 

subconscious dream state.
59
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 Dianne Goolkasian Rahbee, interview with author, 24 February 2013. 

 
58

 Dianne Goolkasian Rahbee, Phantasie Variations, op. 12 (Fort Lauderdale, FL: 

FJH Music Company Inc., 2005), 6. 

 
59

 Rahbee, Phantasie Variations, 2. 
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Example 119. Goolkasian Rahbee, Phantasie Variations op. 12, m. 1. Retrograde Row 1. 

 

Other strict uses of the row occur in the Andante. The Andante, only ten measures 

in length, stands alone as a separate formal section defined by four varied statements of 

Row 1 with a diversion between the second and third statements (Table 18). The first two 

statements are related by ic5 (P10 begins with B-flat and P5 begins with F). The third and 

fourth statements contain the same relation of ic5 (P0 begins with C and P7 begins with 

G). Within each statement, the composer uses imitative and contrapuntal textures further 

defined by rhythmic motives and pitch class sets.  

 

Table 18. Phantasie Variations, op. 12. Andante Section. Formal Structure. 

Section Andante (Row 1) 

Statement 1 2 Diversion 3 4 

Row Form P10 P5 P5, P8 

 

P0 P7 

Measures 3 - 4 5 - 6 7 - 8 9 - 10 11 - 12 

 

The first statement stands in marked contrast to the introduction and offers 

stability through its long melodic line, lilting rhythmic motives, and conformity of sound. 



 

122 

 

The melody, marked “cantabile” and rich in its lyric quality, cycles through all twelve 

pitches in P10 of Row 1. Underneath the melody, one finds rhythmic motives that make 

the texture contrapuntal. Two quarter notes followed by a half note in the upper voice 

make up a rhythmic motive circled in the Example 120. The motive derives its lilting 

quality through the anticipation of downbeats. The anticipation of the downbeat continues 

in the middle voice in the texture.  

 

Example 120. Goolkasian Rahbee, Phantasie Variations op. 12, Andante, mm. 3-4.  

 

The conformity of sound in the Andante, swathed in long pedals, recalls familiar 

pitch classes from the opening. Sets (013) and (014) outline vertical harmonies in the 

opening phrase and are subsets from (0236), the set shared by Rows 1 and 2. Set (013) 

derives from the opening tri-chord and now punctuates stability at the Andante section. 

Furthermore, set (013) rounds off the statement of P10 by recalling the first three pitches 

of the row toward the end of the phrase. 

 

 

 

P10 
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Example 121. Goolkasian Rahbee, Phantasie Variations op. 12, Andante, mm. 3-4. Pitch 

Class Sets. 

 

There are some instances where Rahbee uses a combination of strict and free uses 

of the row. For example, in the Più mosso and Allegro molto, one finds the use of canon 

in repetitive codetta gestures, but with only partial segments of the row (Ex. 122). Row 2 

in the Più mosso opens with the right hand following one beat behind the left. In the 

example below, set (0236) appears in its respective rows in both codetta gestures.  

 

Example 122. Goolkasian Rahbee, Phantasie Variations op. 12, Repetitive Codetta 

Gestures. 

a. Più mosso, mm. 33-35. 

 

 

 

(013) (013) (013) 

(014) 

P10 

(013) 

Row 2, P0, pitches 1-10 (0236) 
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Example 122. Goolkasian Rahbee, Phantasie Variations op. 12, Repetitive Codetta 

Gestures. 

b. Allegro molto, mm. 47-48. 

 

 

Phyllis Lehrer, in a recent lecture on the work, refers to the coda as a chorale.
60

 

The coda is the most complex section of the piece. It uses both strict and free forms of the 

row. One finds Rows 1 and 2 in both horizontal and vertical arrays. Row forms and their 

transpositions are shown in Example 123. P0 of Row 1 opens linearly in the bottom voice 

of the texture and cycles through all twelve pitches, but delays the arrival of the final 

pitch until m. 80. After the first four measures of the coda, the intensity grows and the 

fifth pitch of P7 from Row 1 joins the fifth pitch of P0 a perfect fifth above. The final 

pitch of P7, B, does not appear (See Example 123 in mm.68-74, D-flat – A - E-flat – D – 

F# - C – B-flat).   

 

 

                                                 

 
60

 Phyllis Alpert Lehrer, “Finding Flow and Fluency in Four Fabulous Fantasies,” 

(lecture presented at the MTNA Conference), Toronto, Ontario, March 2007. 

Row 1, P0, pitches 6-12 

(0236) 
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Example 123. Goolkasian Rahbee, Phantasie Variations op. 12, mm. 64-74. Coda. 

 

 

The vertical arrays of Row 2 are unusual because they are only partial row forms. 

The composer’s preference for quartal and quintal harmonies ingeniously appear in the 

use of Row 2, where the first notes of each hexachord and the last notes of each 

hexachord are ic5 (Ex. 123).  The verticalization of Row 2 interlocks intervals of the fifth 

within each row form. For example, the pitches C – F – B-flat – E-flat consist of the pitch 

order 1, 7, 6, and 12. In Example 123, one finds the merging of vertical row forms from 

Row 2 supported by linear motion in the bottom voice from Row 1. 

The composer’s use of the tone row, in its strict and free forms, provides a 

foundation for each section, but leaves one pondering the characteristics of “Phantasie” 

Linear Bottom 

Voice - Row 1, P0 

 

Row 2, P0 
Row 2, P10 

Row 2, P4 Row 2, P9 
Row 2, P10 

Row 2, P4 Row 2, P5 Row 2, P4 Row 2, P6 Row 2, P9 

P7 

E♭ 
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and “Variation” from the title of the piece. Furthermore, one must also consider the broad 

formal characteristics of the work and its expressive markers for the listener and 

performer. The fantasy, according to Almén, often includes the following characteristics: 

changes in tempo, contrasting motives, and stable and unstable passages.
61

 The time line 

of the entire work shows the variety of tempo markings and their labeling of unstable and 

stable. Each section is defined clearly by its stability or instability with the exception of 

the Coda, which combine both types of passages.  

From a listener’s perspective, one finds at the deepest level an emergent conflict 

between two tones: E and E-flat. The final pitches in P0 of Rows 1 and 2 are E and E-flat. 

Furthermore, the E-flat is the penultimate pitch of Row 1. The conflict between these two 

tones provides a trajectory for the entire work.  

The E-flat is the less frequent tone, between the two and warrants further 

discussion. In Example 124, two-note accompanimental gestures precede the arrival of 

the E-flat (circled in the example) in the melody. A series of ornamented gestures 

contrast E and E-flat before laying out the last four pitches of Row 2 in augmentation.  
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 Byron Almén, A Theory of Musical Narrative (Bloomington, IN: Indiana 

University Press, 2008), 68. 
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Example 124. Goolkasian Rahbee, Phantasie Variations op. 12, mm. 17-20. 

 

 The E-flat, which begins as a small iteration in a single voice at m. 18, now grows 

into an expanded and fragmented climax at mm. 36-37. Example 125 shows the gradual 

acceleration. The momentum builds and ends at the high register of the keyboard as the 

E-flat repeats in octaves seven times between the hands.  

Example 125. Goolkasian Rahbee, Phantasie Variations op. 12, mm. 36-37. 

 

 

 

(0126) 

P0 
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Pitch class E appears in the introduction, Andante, Allegro molto, and following a 

piacere and Coda sections. Mostly stable, the tone E also has its own climax in the 

Allegro molto in m. 46. Moreover, the E provides a release from tension in the E-flat and 

gives final closure to the entire work.   

  Repetition of rhythmic gestures and changes in texture, all focus attention on 

pitch class E and allow for a gradual denouement into the next section. The first climatic 

attainment of E occurs at m. 46 (Ex. 126) in septuple meter laid out as 2 + 2 + 3. The 

voices from m. 46 are inverted in m. 47 and re-inverted again at m. 49. The attainment of 

the twelfth pitch of P0 in Row 1 melds into the penultimate phase of the work, recalling 

the subconscious dream-state. According to the composer, one comes out of the 

subconscious dream state at the beginning of P0 in m. 59 where the last note of P0 elides 

with the first note of R0.  

Example 126. Goolkasian Rahbee, Phantasie Variations op. 12, mm. 45-46. 

 

 

The coda brings to the forefront one last time the juxtaposition of E and E-flat. 

The E-flat marks the bass notes and recalls earlier syncopated rhythms in mm. 74-77. But 

the E, expressed as part of a large cluster chord of fourths, fifths, and seconds, provides 

(0236) 



 

129 

 

closure amidst the conflict and resolves all tensions from the two pitches in mm. 78-81 

(Ex. 127).  

Example 127. Goolkasian Rahbee, Phantasie Variations op. 12, mm. 78-81. 

 

 The first substantial twelve-tone work by Rahbee, Phantasie Variations is a 

monumental work. It is the first large-scale twelve-tone work written by Rahbee. One can 

observe the careful attention to rhythm, melody, and texture throughout the piece. 

Motives, both rhythmic and set class, provide a cohesive design in each section of the 

Phantasie Variations. The contrast of moods and their correlating set classes and tone 

rows make the Phantasie Variations a remarkable work worthy of performance. 
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Conclusion 

 The purpose of this document has been to introduce readers to the solo piano 

works of Dianne Goolkasian Rahbee. From modest beginnings, she became a prolific and 

esteemed composer. Rahbee’s personality itself reveals an individual with tremendous 

energy and zest for life.  

Like one’s handwriting, Rahbee’s compositional style is highly individual. One of 

the composer’s greatest strengths is her economy of means. Bradford Gowen observes, 

“She has learned how to fit the hand to the keyboard and how to create liquid sonorities 

as well as occasional quasi-barbaric percussiveness. Her greatest ability as a keyboard 

composer is to create these pianistic results using relatively few notes.”
62

 

The preceding chapters of this document hopefully have shed light on Rahbee’s 

compositional style and her contribution to the growing contemporary solo piano 

repertoire of today. The solo piano works of the composer reach piano students of all 

ages from the beginning student to the professional pianist. Her works embody a variety 

of genres ranging from pedagogical pieces and preludes to ballades and sonatas. 

 Rahbee’s music reflects her passion for life. Her music exudes a variety of 

emotional qualities ranging from the furious outbursts in the First Sonata, to the quiet, 

delicacy of the “Twilight” Prelude. Every work is relatively accessible, which allows the 

emotion of the music to come to life in the hands of the performer. Many of the 

composer’s chamber works remain undiscovered. These pieces, particularly the songs, 

two-piano works, and pieces for piano and orchestra, fall outside the scope of this 

document and warrant future research. 
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Rahbee’s music has found many esteemed friends, including, Rudolf Firkusny (“a 

highly valuable addition to contemporary literature”) Gary Graffman, (“well-crafted 

music which communicates to an audience”) Martin Canin, (“charmingly written having 

much appeal”) and Phyllis Alpert Lehrer, (“a wealth of colorful and imaginative recital 

pieces.”)
 
Close friend and pianist Diane Andersen remarks, “Each performer has the 

freedom to display his or her technical and emotional brilliance; no struggle with the 

keyboard, nothing complicated, only the joy of playing.”
63
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Appendix 

Chronological Listing of Dianne Goolkasian Rahbee’s Works for Solo Piano
64

 

Year Title of Work 

1972 Essay Op. 1, No. 1 

Tarantella Op. 2 (piano duet) 

1980 Pictures Op. 3 

Essays Op. 4 

Three Preludes Op. 5 

Phantasie Variations Op. 12  

1981 Abstracts Op. 7 

Expressions Op. 8 

Question Op. 11 

1983 Soliloquies Op. 17 

Seven Pieces Op. 18 

1984 Three Intermezzi Op. 18, No. 3, and Op. 21, Nos. 1 and 2 

1986 Sonata Op. 25, No. 1 for Angel Ramón Rivera 

1987 Fragments Op. 14 

1988 Sketch Op. 29  

Sonata Op. 31, No. 2 for Phyllis Alpert Lehrer 

1989 Nocturne Op. 32, No. 1 Homage to Frederic Chopin for Alice Wilkinson 

Scherzino Op. 32, No. 2 Homage to Stravinsky 

Novellette Op. 37   

1990 Sonatina Op. 41 for Lavia Rabinek Ayal (later revised third edition in 1994) 

1991 Prelude Op. 46 

 

1992 Prelude “Intchu?” Op. 54 for Levon Hovsepian 

1994 Prelude “Whim” Op. 62  

Three Preludes Op. 68 for Virginia Eskin 

1996 Prelude “Twilight” Op. 69 

Seven Little Etudes Op. 74 

1997 Sonata Op. 83, No. 3 “Odyssey” dedicated to Angel Ramón Rivera 

1998 

 

 

 

Three Preludes, Op. 87 

Prelude Op. 88 “Melody” for Dad’s 88
th

 Birthday 

Prelude Op. 89 “Autumn”  

Prelude Op. 90 “Chaotic Life in the 90’s” 

                                                 
64

 Compiled list is taken in part from the composer’s website and through 

personal correspondence. 
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1999 Y2K Phantasie Op. 99 

2000 Seven Small Pieces Op. 105 

St. Petersburg Suite Op. 106, No. 1 Homage to Shostakovich 

Children’s Album Op. 107 

Children’s Album Op. 108 

Children’s Album Op. 109 

2001 Children’s Album Op. 110 

Ballade Op. 111, No. 1 for Diane Andersen (later revised April 2003) 

A Little Folk Tale Op. 114 for Michelle Louise Howard-Sukasian 

Three Holleck Preludes Op. 115 

Prelude Op. 116 “In Memoriam” for Edward (Ted) Hennessy 

2002 Three Preludes Op. 120 for Diane Andersen 

Prelude Op. 121 “Daydream”  

Prelude Op. 122 “Rendezvous” for Diane Andersen 

Prelude Op. 123 “Hommage a Ligeti” for Diane Andersen 

Two Preludes Op. 125, No. 1 “Meditation” for Rebecca Raffaelli 

                                      No. 2 “With Great Joy”  

Tango Op. 126 for Diane Andersen 

Sonata Op. 128, No. 4 for Diane Andersen 

Ballade Op. 129, No. 2 “Flashbacks from the 9-11 World Trade Center 

Disaster” commissioned by the Rivers Music School 

2003 Carousel Op. 131 

Monday Morning in the City Op. 132 

Adventurous Journey Op. 133 

Piano Concerto Op. 134 for Diane Andersen 

Wedding March Op. 135  

2004 Two Preludes Op. 138 for Mildred Freiberg 

2005 Bagatelle Op. 142, No. 1 for Sophia Ho 

Bagatelle Op. 142, No. 2 for Ashley DerAnanian 

Eastern Tales Op. 144 

2006 Teaching Pieces for FJH Collection Op. 146 

Etude in Seconds Op. 149, No. 1 

Marathon Race Op. 149, No. 2 

Twirling Round and Round Op. 149, No. 3 

2007 Bagatelle Op. 158, No. 2 for Diane Andersen became Op. 163 for Ariana 

Lehrer 

2008 

 

 

 

 

 

 

 

 

Ballade Op. 161, No. 3 “Mystère” for Diane Andersen 

Brain Teaser Octave Displacement Op. 162 

Bagatelle Op. 163 for Ariana Lehrer 

“Reflections” Op. 164 Sorrows and Joys for Sima Schwartz 

“French Suite” Op. 165 

“ABCDEFG” Op. 167 for Aidin Garcia 

“Crescendo” Op. 168 for Nathalie Hansen 

“Brain Teaser” Op. 169 for Alexander Robert LeBouef 

“In an Echo Chamber” Op. 170 for Sona Gyulkhasyan 
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2008 “Repeat That Please!” Op. 171 for Lena Gyulkhasyan  
“Sorrow” Op. 172 for Alleigh Shaughnessy 

 “Mountain Echo” Op. 173 for students of the Ghazaros Saryan Art School 

“Contemplation” Op. 174 for Ellen Powers 90th Birthday Celebration 

“A is for __________________” Op. 175 for Charlotte Elizabeth Bowder 

Circle of Swelling Triads (Sharps) Op. 176 

Circle of Swelling Triads (Flats) Op. 177 

Sleigh Bells Op. 178 for Nshaun Haig Yacubian 

Whispering Harmonics Op. 179 for Avedis DerMarderosian 

Silence is Golden Op. 180 for Nishaun Haig Yacubian 

2009 Bagatelle Op. 181 for Elfrieda Hiebert  

Bagatelle Op. 183 for Aili Chin 

Bagatelle Op. 184 for Martha Walker 

Sonata Op. 185, No. 5 commissioned by St. Anselm College, NH 

“Triptych” Op. 188 About Edward Charles “Ed” Wilkinson 

In Memoriam Op. 189 Carola Rabinovici Grindea (1914-2009) 

Pastel Sketch Op. 191 for Angel Ramón Rivera  

2010 Remembrance Op. 199 for Babette Samelson Whipple (in Memoriam) 

Morsel Op. 200 for Phyllis Alpert Lehrer 

The Powers of Music Op. 201 commissioned by Powers Music School  

The Rose Garden Op. 203  

Strolling Through the Garden Listening to Three Birds Converse Op. 204 for 

Professor Georges Lienard 

Bagatelle Op. 206 for George Lienard 

Jigsaw Puzzle Etude Op. 207 for Olive Chang 

Scampering Op. 208 for Armina Maria Meschian 

Hopping Around on Tip Toes Op. 209 for Marina Eliana Lehrer 

 

2011 Tanghetto Op. 211 for Sheila Jascalovich 

Bagatelle Op. 213 "Thank You Notes" for Maria Stiepanova Gambarian 

Energy Op. 214 for Samuel Isaac Harris 

Hopping Around Op. 216  for Noah Henry Ditzion 

SIX  3=3 = 2+2+2 Op. 217 for Shiloh Harper 

Little Etude Op. 218 

Etude for Timon William Bergmann  (playful sevenths) or Splashes of 

Sevenths Op. 219 

 

2012 

 

 

Clara’s Theme  Op. 221 for Baby Clara (Anna Marija’s Markovina)  

Folk Song Op. 222 for Leah Salehrabi  

Ballade Op. 223, No. 4 “Come What May” for Diane Andersen 

“Adventurous Saga” for LH alone Op. 224 for Dr. Adrienne Wiley 

2013 Lullaby for Adah Gaella Cash 

“D – C” for David Cash 
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